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PREFACE. 



This book presents the truth, and nothing but the truth, though not the whole 
truth, on the boundless subject of which it treats. 

It is designed for the use of beginners in the study, and its object is fully and 
clearly to explain such points as come under daily experience, while it discusses 
slightly some others which are less frequently exemplified in composition. 

Being addressed to beginners^ its. explanations are all dogmatical ; no argu- 
ments are advanced to justify any views of the subject which are set forth, 
since such a style of teaching would perplex the unpractised attention of a pupil, 
and ample vindication of all that is here stated is to be found in books fitted 
rather for studied musicians than for mere learners. The book contains nothing 
new in theory ;*but it differs in arrangement from works that have already 
appeared, according as practice has led me to differ in teaching, from the course 
pursued in any of these works ; its chief pretensions are in the endeavour 
to state first principles distinctly, and to remove discrepancies between the 
laws of early theorists and the practice of modem composers. 

To facilitate reference, each chapter contains all that is said upon the 
branch pf the subject therein treated ; though the course of study will render it 
necessary to pass to some later chapters before concluding earlier ones. Thus, 
in the chapter on Intervals, it is not desirable to read of Intervals beyond 
the Octave, until the student have advanced to the chapter on Suspensions, in 
which the employment of the interval of the 9th is first noticed; — in the 
chapter on Keys and Scales, it is not desirable to read of the Minor Key until 
the Student have written exercises of common chords in the Major Key ; or 
to read of the chromatic scale, until he have advanced to the treatment of 
chromatic chords ; &c. The order in which the book should first be read, is 
indicated in the Table of Contents, where the several divisions of the subject 
are progressively ranged according to the succession in which they should 
be studied. 

It is eminently desirable that the student should construct his own exercises ; 
however, for the sake of those to whom this is too difficult a task, and as 
models for those who are able to undertake it, a series of Progressive 
Exercises on every division of the subject is here furnished, which, like the 
Table of Contents, indicates the order in which the several divisions of the 
subject should be studied. 

* The distinction of the strict from the free style of harmony, and the explanation of the 
entire chromatic system, were first made hy the late alfred Day. 

Jmim, 1S60. 
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RUDIMENTS OF HARMONY. 



DEFINITIONS. 



Section 1. Melody. Notes in succession.* 

2. Harmony, Notes in combination. 

3. Counterpoint. A melody that accompanies another melody. Connterpoint is simple^ 
when the several melodies proceed note against note with each other ; it is florid, when one 
melody proceeds in shorter notes than the other, and the independence of the two is thus 
more clearly marked ; it is double, when the two melodies may change their relative 
position, the higher being placed below the lower, or the lower above the higher. 

4. Score. The several parts of the harmony, each on a separate staff, ranged one above 
the other on the same page. 

5. Baas. The lowest note in any harmonic combination, however high or however low 
the entire combination may be. 

6. Chord. Two or more notes sounded together. 

7. Boot. The note from which a chord is derived, and after which such chord is named. 

8. Triad. A bass with its 3rd and 5th, whatever the qualities of these intervals : whether 
the 3rd be major or minor ; whether the 5th be perfect, augmented, or diminished. 

9. Arpeggio. The notes of a chord sounded successively by a single part, instead of 
mounded together by several parts. 

10. Modulation. Passing from one key to another. 

11. Diatonic. Consisting of notes according to the signature of the key. The leading- 
note of the minor key, though indicated by an accidental sharp or natural, is diatonic ; so 
♦Use are the major 6th and minor 7th of the arbitrary minor scale. When modulation 
occurs, the accidentals that denote the change of key are to be regarded as belonging to the 
signature of the new key, and thus are diatonic in the key to which the modulation 
is made. 

12. Chromatic. Consisting of notes indicated by accidentals, which induce no modulation. 
A note or a chord either belongs to the key of the passage that precedes it, or to the key of 
the passage that succeeds it ; if that which precedes and that which succeeds it be both in 
the same key, this note or chord, though foreign to the signature, induces no modulation, 
and is, therefore, chromatic 

13. Enharmome. Consisting of intervals smaller than semitones. On keyed instrumentb 
the distinction between two notes of the same sound, but with different names (as C sharp 
and D flat, E sharp and F), is enharmonic. 



• This 18 the broadest technical definition of the term. Conventionally, " a melody ** signifies the same as 
•* a tune," and this is bound by the laws of rhythm and other conditions, wliich, more or less, equally affect 
harmonic as they do melodic progressions. The poetical acceptation of the words melody^ harmony^ concord^ and 
dikcord^ is not to be regarded in their technical employment. 
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2 RUDIMENTS OF HARMONY. 

14. Ocmcord, A chord that is satisfactory in itself^ and may be approached and quitted 
withoiii consideration oi what chord precedes or follows it (Except Chap. lY. sects. 26 to 81). 

15. Discord. A chord that must be resolved upon another chords or a note that mnst 
be resolved upon another note. 

16. Preparation. Anticipating the disscmant note by previously sounding it in the same 
part in which it is to form the discord. 

17. Resolution. The progression of a discord to the chord which is obliged to follow it, 
and of the dissonant note to the note in such chord to which it is obliged to proceed. 

18. Diatonic Discords are formed of notes of the diatonic scale artificially combined ; 
they are common to all the notes of the key. AU of these discords, except pasring notes, 
must be prepared, and have one fixed resolution. . 

19. Fundamental Discords are formed of the notes generated according to the natural 
system of harmonics ; they are all derived from the dominant, the supertonic, and the tonic. 
Those belonging to the last two roots are all chromatic ; those belonging to the first root are 
some chromatic and some diatonic: they require no preparation, and have various 
resolutions. 

20. ClosCy or Cadence. The completion of a phrase or rhythmical period. A full dose, or 
perfect cadence, ift when a phrase terminates with the common chord of the key-note, 
preceded by the harmony of the dominant.* A half close is when a phrase terminates on 
the harmony of the dominant An interrupted close is when the course of the passage 
leads to a full dose, but breaks away from this ; — ^the conventional form of interrupted 
close is when a phrase terminates with the common chord of the submediant, preceded by 
the dominant harmony. Other cadences are in less frequent use, which are not defined by 
special names, t 

21. The Ancient, Strict, or Diatonic Style of Harmony, admits of diatonic notes only, 
subjects every note of the scale to the same laws^ allows the 4th to the bass to be employed 
in no way but as a discord, admits of no unprepared discords except passing notes, and 
allows not passing notes to be approached by leap. 

22. The Modem, Free, or Chromatic Style of Earrmmy, admits of chromatic as well ae 
diatonic notes, admits of exceptional treatment of certain notes, allows the 4th to the bass 
to be employed as a concord, admits of fundamental discords, and allows passing notes 
to be approached by leap. 

* The plagal cadence, lees eommonly used, is when the wbdaminant precedes the key-note in a final dose. 

t Appendix A. 

X This may appear contradictory to the pruhibition of the empbyment of the triads, on the 3id and 7th of 
the key, and other rules in Chapter IV. It is beyond the purpose and the limits of the present book to remove 
•ooh appearance of contradiction ; but, were there space for argument, the rules referred to might be adduced 
to prove the definitioii of the strict style to which they may seem to be opposed. 
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Ohap. L INTKBVALS. 8 

CHAPTER L 

INTEEVAI^. 

Sect. 1. An tmison is one note sounded by two or more Yoioes or instruments at the 
same time. 

2. An interval is the distance from onie note to another. 

3. Intervals are reckoned upwards, except the contrary be specified. 

Intervals within the Octave, 

4. A semitone is the interval from any note on the pianoforte to the next note. 

A semitone is diatonic (Definitions, sect. 11), when the two notes, between which it lies, 
bear different names, as from B to C, &c. 

A semitone is chromatic (Definitions, sect. 12), when the two notes bear the same name, 
bat are varied by a sharp or a flat ; as from C to sharp, from D flat to D naturaL 

5. A tone iacludes two semitones ; as from B to sharp, from to D. 

, 6. Other intervals are named (according to the alphabetical relation of the two notes), 
2ads, Srds, 4ths, 5ths, 6ths, 7ths, and 8ths, — ^the note from which the interval to another 
note is reckoned, being regarded as the 1st ; thus, from to D is a 2nd9 from to E is a 
3rd, from C to P is a 4th, &c. 

These numerical names of intervals depend entirely upon the alphabetical names of the 
notes between which the intervals lie, whoUy irrespective of inflection by sharps or flats ; 
thus, from to D flat, from to D natural, and from C to D sharp, are all 2nds, while 
from C to E flat is a 3rd. 

7. For all purposes of harmony an interval is still regarded as a 2nd, 3rd, 4th, &c, 
though it include an octave (8th), or several octaves (8ths) beyond the real notes defined 
by these numbers ; thus, any E above any C is regarded as the 3rd of G, however extreme 

the distance between these two notes, /T P ^ : I ■ ^ 11 11 (Chap. L sect 16.) 

8. There are several qualities of 2ndB, 3rds, 4ths, &c; these, though the notes 
bear the same alphabetical relation, though they stand on the same lines or spaces, ea^e 
distinguished by the greater or less number of semitones tiiey contain, according as the 
notes may be sharp, or flat, or naturaL 

9. The intervals of the 8th, the 5th, and the 4th, are caUed perfect, because they 
cannot be increased or lessened by sharps or flats, without changiog them from concords 

into discords (Definitions, sects. 14 and 15), thus~7 ^ | ^| |j| || | i f| ^^ p 

ihe two notes, between which any perfect interval lies, are both natural, both sharp, 

— ^ j[^ \)k ■ are perfect 
b2 
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RUDIMENTS OF HARMONY, 
are perfect Sths ; and 



Chai'. I. 



^ 



are perfect 4tli8. The siugle 



exceptions from this law are with regard to the 5th of B, and its inversion the 4th of F. 
(For other distinctions of the perfect intervals, see Chap. I. sect. 14 ; Chap. m. sects. 6 
to 9; Chap. X. sect. 14.) 

10. The intervals of the 3rd and 6th, and the 2nd and 7th, may be increased or lessened, 
and are, in both forms, alike concords or discords ; thus ^ y j with a major (or greater) 



3rd, and ^ )^p with a minor (or smaller) 3rd, are both concords; ^r 

a major *2nd, and ^ bit i a minor 2nd, are both discords. 

11. Other 5ths and 4ths, besides the perfect, and other 3rds and 6ths, 2nds and 7ths, 
besides the major and minor, are also employed in harmony : these are augmented and 
diminished, — augmented being more than perfect or more than major, and diminished 



being less than pierfect or less than minor, — and they are all discords ; thus 



being a perfect 5th, 



M 




r 



is an augmented 5th, and 



being a major 6th, 
a minor 3rd, 2 ) j^b jj 





m 



^ 



; — is a diminished 5th ; 



is an augmented 6th; and 



m 



being 



w^ 



is a diminished 3rd. 



Inveesion op Intervals. 

12. Inversion of intervals changes the relative position of the two notes by placing the 

lower above the higher, 3. m ^— or by placing the higher below the lower, - fC m J | 

13. The number of any interval within the octave, added to the number of its inversion, 
makes nine ; thus, the inversion of a 2nd is a 7th, — of a 3rd is a 6th, — of a 4th is a 5th, &c. 



•^i 



14. The inversion of a perfect interval produces a perfect interval, 
(Chap. I. sect 9.) ^ 

15. With the major and minor, and with the augmented and diminished intervals, and 
their inversions, however much one division of the octave is greater, just so much is the 
other division of the octave less ; — accordingly, their quality is reversed by their inversion : 
major produces minor, and minor major ; augmented produces diminished, and diminished 
augmented. 

Table op Intervals and their Inversions, stating the number or 

Semitones in each. 



2nds 



7th8 



i 



MlDor. 
1 semitone. 



Mayre. 
2 semitones. 



Angmented. 
3 semitones. 



ffl i bJ ' J tJ I ^ 



3rdsl 



P 



4 semitones. 



Minor. 
8 semitones. 



niminislMd. 
3 semitones. 



Ui^r. 
11 ftcmitonet. 



^ 



Minor. 
10 semitones. 



Diminished. 
9 semitones. 



1* 



V 



^ethsl 



^ J I J. g ^^ 



Minor. 
Ssemltoaes. 



m 



w 



MiOor. Augmented. 

9 semitones. 10 semitones. 



^ 



m 



i 
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CiLip. II. KEYS AND SCALES. 

perfect 6 nrnttonoB. Aagmented. 6 aemitonot. Dtminiahed. 4 semltonee. 



4ths 



5ths 



\4 i ^ I i t^ I i ^^ ^^ 



Perfect. T iwinitan e a. Diminkhed. • •emltoiiM. Augmented. 8 Mmitones. 



\S ^ r I iJ 



s 



^8a 



S^ 



i 



Perfect l2wmltoDn. 



1 



^ 



Perfect 12 aemiUnes. 



*»* Be it observed that the number of semitones in any interval, added to the number of 
semitones in its inversion, always makes the tufelve which complete the octave. 

Intervals beyond the Octave. 

16. The intervals of the 9th, the 11th, and the 13th, are exceptions froin the nile givei^ 
in sect 7. These are entirely distinct in treatment from the 2nd, the 4th, and the 6th, 
which are represented by the same notes, and they are used in different combinations. 



Table op Intervals beyond the Octave. 



9ths. 

Hloor. 13 semltoiiet. Mi^or. 14 ■emitonee. 



lltL 

Perfect 17 Bemitonee. 



ISths. 



Minor. 20 semltcmes. Mi^r. 21 aemitoncfl. 



w^ 



^ 



^ 



^ 



**♦* In figuring basses, 9 is used when the discord is in an upper part, 2 when the discord is in the bass. 



CHAPTER II. 

KEYS AND SCALES. 

1. A KEY is a certain arrangement of notes with reference to any one note, which is 
called the key-note or tonic, and from which the key is named. 

2. The 2nd of the key (the note next above the key-note), is called the supertonic ; 
the 3rd of the key, the mediant ; the 4th, the subdominant ; the 5th, the dominant ; the 
6th, the submediant ; and the 7th, the leading-note. 

3. Keys are major and minor. 

4. A scale is a gradual succession of notes, ascending or descending. 

5. A scale is major or minor, according as the key (of the notes of which it is composed 
is major or minor. 

6. A scale may also be chromatic (Definitions, sect. 12) ; or some only of the chromatic 
notes may be interspersed in the major or minor scale. 

Major Key and Scale. 

7. In the major key, all the intervals from the key-note are either major or perfect ; 
thus, the 2nd and 3rd are major, the 4th and 5th are perfect^ and the 6th and 7th 
are majcH*. 

8. These, placed in gradual succession, form the major scale, which has a semitone 
between the 3rd and 4th, and between the 7th and 8th degrees, — and a tone betweer 
every other successive two degrees. 
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RUDIMENTS OF HARMONY. Chap. II. 

Scale op C. 

M Snd 8rd 4th ftth eth Tth lit 

ToBio. Sopwtoaia Mediaot, Sabdominaat. Domiiuiil SibmedittiL Letding-DoteL Tonic. 



S J. J J -.'i -^ '^ ^^ 



Semitone. 



Semitone. 



9. Precisely the same arrangement of notes with reference to the key-note, as in the 
key of C, prevails in every major key ; and to induce this, sharps are employed in some 
keys, and flats in others. 

10. When a key has only one sharp, this is F sharp, and each additional sharp ia a 5th 
above (or its inversion, a 4th below) the sharp last added. When all the seven notes have 
been made sharp, double-sharps are employed ; thus, P double-sharp is used in place of an 
eighth sharp, — and these are successively added in the same order. 

11. The sharp last added is the leading-note, which, by this sharp, is made to be a semi- 
tone below the key-note, and thus the key-note is always a minor 2nd above it ; so, when 
F sharp is the only sharp, G is the key-note; — when C sharp is added, D is the 
key-note, &c 

12. When a key has only one flat, this is B flat, and each additional flat is a 5th below 
(or its inversion a 4th above) the flat last added. When all the seven notes have be6n 
made flat^ double-flats are employed ; thus, B double-flat is used in place of an eighth flat, — 
and these are added in the same order. 

13. The flat last added ia the subdominant, which, by this flat, is made to be a semitone 
above the 3rd of the key, and thus the key-note is always a perfect 4th below it. So, when 
B flat is the only flat, F is the key-note ; when E flat is added, B flat is the key-note, &c 

MiNOB Key and Harmonic Minor Scale. 

14. The minor key has three flats more, or three sharps less in its signature, than the 
major key of the same note : thus, the key of C having no flats, that of C minor has three ; 
and the key of A having three sharps, that of A minor has none. 

15. The leading-note, in the minor key as in the major, is but a semitone below the 
key-note ; to induce this, however, one of the three notes, changed by the signature from the 
corresponding notes in the major key, is restored by an accidental natural or sharp wherever 
it occurs : but, though raised by an accidental natural or sharp, the leading-note in the 
minor key is still diatonic (Definitions, sect. 11.) 

16. There are, then, two notes in the minor key difierent from the notes of the corre- 
sponding degrees of the major key ; these are the 3rd and 6th, which, by the change of 
signature, are made minor instead of major. 

17. The terms relative major and relative minor, denote a major key and a minor key 
which have the same signature. 

18. The relative minor key is distinguished from the relative major, by the accidental 
natural or sharp employed for the leading-note of the minor key. 

19. The 6tli degree of the major key is the key-note of the relative minor, and the 
mveision of this — ^the third degree of the minor key — ^is the key-note of the relative major ; 
thus, A minor is the relative minor to C (distinguished from it by the accidental G sharp), 
and C is the relative major to A minor. 
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KEYS AND BCALES. 
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Tonic. 



SOALE OF C MiNOB. 

2nd 8rd 4Ui 6th 6th Tth 

Supertonic. Mediiuit. Snbdomiiuuit. Dominant. Sobmediant. Leadiog-note. 



iBt 

Tonia 



& 



"C7 



isi: 



ScmKoiM 



m 



-^^ 



StmitoiM. 



Arbitbaky Minor Scale. 

20. Certain modifications of the minor scale are sometimes employed in order to avoid 
the nse of the interval of the augmented 2nd in melody (Chap. HI. sect. 2). 

21. As it is desirable in all scales to rise to the key-note by the step of a semitone, 
it is allowable, in the ascending minor scale, to make the 6th degree major, and so avoid 
the step of an augmented 2nd from <3ie 6th to the Tth degree ; thus — 



P 



w 



-& 



J J ii ^^ If ^ 



22. As it is desirable in the minor scales to fall to the dominant by the step of a 
semitone, it is allowable, in the descending minor scale, to make the Tth degree minor, 
and so avoid the step of an augmented 2nd from the Tth to the 6th degree ; thus — 



i 



w 



s 



=1= 



^ 



:?: 



23. These arbitrary alterations of the notes of the minor key for the purposes of 
melody, are available as passing notes (Chap. Vll. sects. 4 and 5). The major 6th should 
never be used as an essential note of a diatonic chords and the minor Tth is only 
available as such in one exceptional instance (Chap. lY. sect. 25). 

Chromatic Scale. 

24. The arrangement with reference to the key-note, of the notes of the major and 
minor scales, is not more definite than is that of the chromatic scale, though, for con- 
venience of writing, this latter is frequently disregarded, while the former is universally 
observed ; it is necessary, however, to know the notation of the chromatic scale in each 
key — all the more familiarly on account of its being so often incorrectly vrritten — ^in order 
to know the treatment of the notes, which being carried out, their nomenclature is of 
comparatively less importance. 

25. The chromatic scale has twelve degrees. These consist of the seven notes of the 
major key, with the three indicated by the change of signature in the minor key (namely, 
the minor 3rd, minor 6th, and minor Tth), and the minor 2nd (Chap. lY. sect. 33), and 
the augmented 4th (Chap^ lY. sect. 32). Every interval that can be major or minor is 
major and minor, and the 4th is the only perfect interval that is changed ; this 4thy too, 
is the only note of the major scale that is raised. 

26. The chromatic scale is the same in the major and minor keys. 

Chbomatic Scale in the key op C. 

^ lit miii.2Dd. m^2Dd. mtaLSid. miO* 3nL perf. 4Ul aagm.4th. pertsth. iniii.6th. inij.6th. miiLTth. m^fth. lit 

fflj J »j u i|j ■) »i ^ "' '^' ^ >i ^ 

2T. Whatever irregularities sometimes occur in the notation of the chromatic scale, 
composers of aU schools agree in writing the augmented 4th from the key-noto (not 
tJie diminished 5th), and the minor Tth from the key-note (not the augmented 6th). 
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CHAPTER III. 

PEOGRESSION OF PARTS.* 

1. A Pabt in harmony is a succession of notes that may be performed by one voice, or 
by an instrument capable of sounding but one note at a time ; as many notes as are 
sounded together, in so many parts is the harmony. 

Melodic Pbogbession (Definitions, sect 1). 

2. A part should not proceed by an augmented interval : — 

-r-NIr 



§ ■) J iWiJh^X^ ^ 



^%] J J IJJjf' II 



Except ; Firstly, in one of the repetitions of a sequence (Chap. VI. sect 2). 

Secondly, in ascending or descending the harmonic minor scale when the top part moves 

in 6ths with the bass : — 



jj :'''- i ii'i iii f i 'f f 



ii\^^''\\l 



lii hj i il l 



If* * • ■ ' ' ' — ' -J- " ' * ^» 

Thirdly, in resolving the fundamental minor 9th (Chap. XL sect 22). 

Fourthly* in a succession of passing notes framed upon the harmonic minor scale (Chap. 

Vn. sect 14). 

Fifthly' in an arpeggio, or where the two notes belong to the same chord (Definitions, s. 9). 



i^'^ ' 'fifi i j ' 



And Sixthly, when the note to which the skip is made is a passing note (Chap. VIL 
sect. 9). 

3. If a part proceed by a diminished interval, it must return to some note within 



that interval 



= ^0 



and not continue in the same 



direction; ^ • \ \ \\j ^ J || 



Habmonio Pbogbessiok. — CoNOOBDS (Definitions, sects. 2 and 14). 
4. The major and minor concords may be taken in succession between any of the parts 



j^i')j)i i /"j'" i i ; 



and may be approached by si] 
contrary motion from any other i 



thnilaror -jfLJ.. H H ' •'h 
interval, ff^lZ: II p f H 



* The exoeptioDfl in thiB chapter should not be studied until some advance has been made in the 
ProgreBsiye Exercises. 
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5. The perfect concords, on the contrary, are subjc^ct to many restrictions with regard 
to their succession, and the manner of approatjhing them (Chap. L sect. 9). • J. i 

n I ! ^-^^ 

6. No two parts may proceed in perfect 5ths with each other, 



±^ 



■ SI r r ' "- 



Yet a 5th may be used in each of two succeeding chords, but it must be assigned to a 
different part in one chord from that which bears it in the other chord ; thus, : 




I 



where, the 5th to the bass is in the middle part in the first chord, and in the top part in 

the second chord ; the extreme (or outside) parts proceed from 3rd to 5th, 

the top and the middle parts proceed from 6th to 3rd, fl) ^ p ^ft 

the middle parts proceed from 5th to 3rd, ^ ) J ^p , and so, while both chords contain 




and the bass and 



w 



a 5th, no two parts proceed in 5th8 with each other (Chap. III. sect. 26). 
7. No two parts may proceed in 8ths or in imisons with each other ; 



Yet an 8th or an unison may be used in each of two succeeding chords, under the same 



condition as the 5th : thus. 




where the 8th of the bass is in the 3rd 



part from the top in the first chord, and in the top part in the second chord ; and thus, 
where the second and third parts are in imison, in the first chord, and the 



^ 



^e 



f*— II- third and bass parts are in unison in the second chord. 



This rule does not apply to the doubling of any one or the whole of the parts throughout 
a piece, as is the custom in a band, and in a chorus ; neither does it apply to the doubUng 
any one part throughout a complete phrase to render it specially prominent, as is frequently 
done in music for a band or for the pianoforte. The objection is to the progression of two 
parts in 8ths, or in unison. It is always allowable, however, to let the harmony cease, and 
to make all the parts proceed in 8ths, or in unison, for a complete phrase, or for any portion 
of a phrase, or to make one part proceed alone without accompaniment (Chap. III. sect 25). 
*,^* The rules in sections 6 and 7 apply to any two parts, whether extreme parts or middle parts. 

8. The extreme (that is the top and bottom) . j j 

parts may not proceed by similar motion to Q f ^ 1 \ 11 ^^ \ l[ J ^ 1 \ IF 
a perfect 5th from another interval:— jy^ i f " L^t-^ ^ ^ ^^ ^ 

Except, firstly, the 5th of the dominant, if approached from the harmony of the key-note^ 
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10 PROGEESSION OF PARTS. Chap. 111. 

and the 5th of the key-note, if approached from the harmony of the subdominant ; provided, 



in both cases, the top part move a 2nd, T ) f \ I ) I — t ) l 



And except, secondly, any 5th, when changing from one to another .tf J I [ i - 
position or inversion of the same chord, ^y * v!J-) ^ ^ 

9. The extreme parts may not proceed by similar motion to an 8th or an unison, from 



anv interval 



■ i 



^ 



M 






Except, firstly, the 8ih of 



the key-note, if approached from the haimony of the dominant, and the 8th of the 

subdominant, if approached from the harmony of the A^-^ 

key-note, provided in both cases the top 
2nd, and provided such 8th be the root 

And except, secondly, the 8th of the dominant and the 8th of the key-note, when the top 
part rises a 2nd, and the bass rises a 4th, and when the top part rises a 4th and the bass 
rifles a 2nd, provided such octave be the 5th from the root of the chord : — 

I 



harmony ot the q:^:^^ | J 

top part move a ^ I . ^ j |i 8 j) 

of a chord, ^' f ^^-j^' " -1 



ji i i v.iii;jj iji j.^ 



(Definitions, 
sect. ?).♦ 



10. In harmony of two parts, a 3rd may not be followed by a 5th, when both parts move 



a 2nd: 



P I . 1 „ J > ^ J 



but the bad eflfect of this ceases when a 
third part is added to the harmony ; 



Au 




11. It is not desirable for a lower part to proceed to a higher note in one chord than 
the note assigned to a higher part in the previous chord ; nor q \ I „ J 
for a higher part to proceed to a lower note in one chord, -^ ^ "'^ 
tlian that assigned to a lower part in the previous chord : ^^ 



f f " r ! 



12. No part may proceed in 4ths with the bass 

Except, when the second 4th is djtiz^ ziiz » £ 
portion of a fundamental discord. 



••mm 



(Definitions, sect. 19.) 



j^-i 






and except when the second 4th is a passing-note (Chap. VII. sect. 9). 

The progression of 4ths, however, between two upper parts against a moving bass, thua— 

i Pi ^ ■ ' 1 ' il ~ i II IB iinobjectionable. 



Appendix. 
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13. The leading-note, in a full close (Definitions, sect. 20), must rise to the key-note- 
In any other progression from chord to chord (save when it is a discord, 
requiring to fall to its resolution), the leading-note must rise ; but, save in 
a full close, there is no restriction as to the interval by which it must rise — 




I 



rrii i riMj" 



Except, when the bass descends by degrees from the key-note 
to the 6th of the key, when the leading-note may bear the 
first inversion of a concoi-d: — 



p^ 



And except in a succession of firat inversions (Chap. IV. sect. 16), when all the parts proceed 
by degrees (Chap. IV. sect. 3).* 



p \^ f f MJ i ija 



*♦* This rule holds in the free style of harmony only ; in the strict or diatonic style, the 
leading-note is free to rise or to fall. 



14. The leading-note, in changing from one to another position 
or inversion of the same chord, is free to rise, to fall, or to remain — ffi 



^ 



As a passing-note (Chap. VII. sect. 3) also, the leading-note is free to rise or to falL 

Harmonic Progression. — Discords (Definitions, sect. 15). 
15. No two parts may proceed in 2nds or in 7ths with each other ; 



-i^ 



I 



^hs=i 



S' (-f " r^f " f--f f 



1 



16. No two notes next to each other in alphabetical order 
may proceed by similar motion to the 8th or unison ; 



ri^^ 



17. No two notes next to each other in alphabetical order may proceed by oblique 
motion (that is, where one moves and the other remains) to an 8th, or unison, 

except in the case of a passing-note (Chap VII. sect. 1), 
or of a suspension (Chap. VIII. sect. 3), or of a funda- 
mental 7th in its second inversion (Chap. X. sect. 18), or 
of a fundamental 9th (Chap. XI. sect. 15).* 

18. The interval of the 9th may not 
approached by similar motion: — 




Bad. Good.. 

e interval of an 8th to -o '^J ^^-^ 
)ther leaps a 3rd down.j^ ^ ^.p I I p ^ ^E 



19. No two parts should proceed from the interval of an 8th to n ^^] „ ^^-^ __. 
that of a 7th, when one steps a 2nd and the other leaps a 3rd down.j^ ^^.. II f^^'^"^ 

» Appendix. O 2 
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False Relation. 

20. False relation is when one part has a natural note, and another part has a sharp or 
flat note of the same name; either when both notes are sounded in the same chord— 

Q b j \ II W \ If ^^ when the two notes are sounded jp J J| * [[ -^^ || 
^ tf ^ ffl ^^ *^^ snccessive chords — , iq) j | ^ ^ ^ I I p —i f H 



^ 



S^F 



or when the two notes are sounded in two chords wixh'Wcnord intervening- 
In all three forms, false relation is unallowable. 




1^ 



(Chap, 



* * Apparent violations of this rule are to be found in cases of incorrect notation 
n. sect. 24), to which, of course, the rule does not apply, 

21. False relation does not exist between two successive chords, 



when the third of the first chord is the root of the second chord ; 

and when the 3rd of the first chord 
is the 5th of the second chord. 



^^ 




22. False relation does not exist between two chords 
with a chord intervening, when the chromatic note forms 2 ) J S "-]^ 
part of a fundamental discord (Definitions, sect 19) ; tT I T \' 

when the former of the two chords contains the 7th 
the arbitrary minor scale (Chap. IV. sect 25) ; 



"77" 



-^h- 



''m 



^ 






and also when the Jrst chord is a dommant or a tonic, and the third chord (having its root 
a minor 3rd below that of the first chord), is the dominant of another key, — ^but in this 
case the intervening chord must contain the note which is a minor 2nd above the root of 
the third chord (Chap. XV. sect 6).* 



jijIli'ii i j i Mj i 'J i J i lJIiU 



Bad. 

23. Either of the two notes may be doubled (that is, sounded in two parts at once), 
and the duplicate note in one part 
in no false relation with the note 
chromatically altered in another part : 

24. Chromatic passing notes (Chap. VII. sect. 15) induce no false relation, if all the rulet 
for their treatment be observed. 



p' tj}^ II j ^^ fa 



Exceptional Pkogression. 

25. It is allowable, in the extreme parts, to proceed by con- 
trary motion^ from 8th to 8th, between the tonic and dominant, 



and between the tonic 
and Bubdominant, 



' J J- I J ' ' 

i ! .! i iTf .! #E 






(Chap. m. sect 7.) 



App^n«1ijt. 
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Chap. IV. CONCORDS AND THEIR INVERSIONS. 13 

26. It 18 allowaole, in the extreme parts, to proceed, by contrary and by similar motions 



from 5tn to 5th, between the tonic and dominant; 7^^=-*^^ 3 ^— jj ^ j ^j || 



anrt between the tonic and subdominant 



(Chap. m. sect. 6). 



r r r^3^f r ' r ' i 



*^^* The application of these two last rules demands the most careful discretion, and should 
aniy be made for the purpose of producing some particular effect. 



CHAPTER IV. 
CONCORDS AND THEIR INVERSIONS. 

1. A COMMON chord is a bass note (which is the root of the chord, and by which the 
chord is named), with its perfect 5th and major or minor third; ^ ) | p>| [j. and 

according as the 3rd is major or minor, it is a major or minor common chord. 

2. Either of the notes of a common chord may be doubled ; the root, or the 5th, or the 



3rd ; j ) j ^ j ) j ) H " ^^* ^^ ^ ^<^^® frequently desirable to double the root than either 



of the other two notes. 

3. The leading-note, however, may never be doubled, whatever interval in a chord it 
may form. (Chap. III. sects. 13 and 14 ; Chap. VL sect. 3.) 

4. The 5th of a common chord may be omitted, and thus the 
harmony consists of the root and the 3rd only, or of these two, 
with either or both of them doubled :— 

5. The 3rd should not be omitted, except in very rare and peculiar cases. 

Common Chords in the Major Key. 

6. There is no common chord on the leading-note, because this note bears a diminished 



■^ 



6th 



m 



7. The common chord on the 3rd degree of the major key is questionable as a concord, 
becaufie of the harsh effect it produces in relation with other chords of the key ; 
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Chap. IV. 



8. There are, then, but five common chords available as concords in the major key; 
those upon the key-note, the subdominant, and the dominant, are major ; those upon the 
2nd and 6th, are minor ^ . n \ < i 

~3 



^ i J i i 



i 



l8t 2nd 4U) oth 6th 

9. The common chord of the 2nd of the key may not be followed by the common chord 
of the key-note : — 



^m 



S=fc 



i 




Except, firstly, when hotli chords are in the first inversion (Chap. IV. sect. 16), : 

And except, secondly, when the chord of the key-note is in the second inversion (Chap. TV. 
sect. 26) :— 



^ji.V ii iv; ii 



RecommendatuyM. 
I. Harmony has a richer, fuller efiect, when the parts 
stand at nearly equal distances from one another: — 



I 



i 



w 



-e>f- 



n 



than when one is at a greater distance from the rest, than those are from one another. 



i 



^ 



=5=^ 



^ 



If, however, it be desirable to separate any part from 
the rest, it is better to have the greater distance 
between the bass and the part next above it. 




1^ 



than between either of the other parts. This last distribution is even desirable, when the 
bass part is designed to be particularly prominent. 

II. It is generally expedient to let the upper parts proceed by the smallest possible 
motion; and, when any note is common to two successive chords, to retain it in the 
same part ; thus — 




j=± 



^ 



A^U. 



rather than thus, 



r 



f'rr^ 



m 



^-.L^ 



III. When the bass moves a 2nd 
is expedient to make the parts which 
liave the 5th and 8th proceed in con- \ 
trary motion to the bass ; — 



ditf 
lichj 



m 



J J J J I j-^ j=^ 



^ 



r f ' r r r 
J J. i ^ .-^ -.J ^ 



1 



^ 



r I ,^f r 



m 
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Common Chokds in the Minor Key. 

10. There is no common chord on the leading-note of the minor key, because, as in the 

major, this note bears a diminished 5th (^ i > ly |j (Chap. IV. sect. 6), 

11. There is no common chord on the 2nd of the minor key, because this note also 
bears a diminished 5th Abl ? i^ ||"^ 

12. There is no common chord on the 3rd of a minor key, because this note bears an 
augmented 5th ^^ y^ — W p- 

13. There are, then, but four common chords in [] \ J^\}\ J J =S 
the minor key . those on the key-note and the sub- 
dominant are minor; those on the dominant and the 
6th of the key are major : — 

^ Ui. 4th. 6th. 6th. 

The only common chord that is the same in both the major and the minor keys, is that of 
the dominant, which is always major. 

A major common chord of the key-note is sometimes used for the full close (Def. sect. 20) 
in the minor key; the employment of this is more common in ancient than in modern 
music, and is exceptionally included in the strict or diatonic style (Def. sect. 21). 

First Inversion of Concords in the Major Key. 

14. An inversion of a chord is a chord with either of its notes, instead of the root, for 
tlie bass. 

15. A common chord, having two notes besides the root, has two inversions. 

IG. The first inversion of a common chord is the chord with its 3rd for the ba&v 



( I'''- i » 'J i I 



s 



when the root, being placed above the 3rd, becomes the 6th to the q a.g. J I ii ' 

bass, and the 5th of the original chord becomes the 3rd to the bass, W ' ^ "; * ""^ ( S^n*^ t 



17. The interval of the diminished 5th is a discord only when it J J 

stands between the bass and an upper pai-t (Chap. IV. sect. 6) ; it loses ■ ^\ • • P 



its dissonant effect when a bass is placed below it ; TT > ^ 

Therefore, though there is no comaion chord upon tlie leading-note, the first inversion of a 
chord (that is, the 3rd and 6th to the bass), may be taken on the 2nd of the key, and 
treated in every respect as the first inversion of a concord, subject to the same condition as 
the common chord on the dominant, namely, that the leading-note may not be doubled 
(Chap. IV. sect. 3). 

18. Dissonant as is the effect, in relation with other chords in the key, of the 5th upot 
the 3rd degree of the major key (Chap. IV. sect. 7.) this is only when it stands between the 
basB and an upper part, and its dissonance ceases when a bajjs is placed below it, 

P J J J I .. I J J J ■■ "^l^^^^f^r^j though the common chord 

j^i = j illj 3 i ^U ^^ ^® ^^^ ^^ ^^^ major key is uz- 
* • * * available as a concord, the first 

inversion of a chord (that is, the 3rd and 6th to the bass), may be taken on the 5th of the 
key, and treated in every respect as the first inversion of a concord, under the same con- 
dition with regard to the leading-note as the chord last described. 
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Chap. IV, 



19. There is, then, the first inversion 
a triad on every note of the major key- 



Ut. and. 8ixL Ath. 6U1. 6th. Tth. 



20. When the bass is the major 3rd of a 
chord (see the 3rd, 6th, and 7th chords in 
the last example), it may not be doubled, 




except if one part 



j1 ilJr'ii 



rise to it and from it by the step of a 2nd, and the other 
pai-t fall to it and from it by the step of a 2nd ; thus — 

. JReeommendation, 
When several first inversions occur in succession, it is expedient to place the root of 
each chord (the 6th to the bass) in the top part, and the 5th of each chord (the 3rd to the 



bass) in an under part; (^j; g ^||SCig|g|| 



rather than to have the inversion of this position, which would induce a succession of 5ths ; 



^m 



^ 



-r r . 



-e»- 



FiRST Inversion of Concords in the Minor Key. 

21. In the minor key, as in the major, the triad on the leading-note, though dissonant in 
its original position (Chap. IV. sect. 10) is available in its first inversion as the first inver- 
sion of a concord (Chap. IV. sect. 17). 

22. Upon the same principle (Chap. IV. sect. 17), the triad on the 2nd of 
the minor key, though dissonant in its original position 1 
available in its first inversion, and treated as the first i 

23. The interval of the augmented 5th is equally dissonant in whatever position it may 
stand ; the triad on the 3rd of the minor key (Chap. IV. sect 12) can, therefore, not be 
taken as a concord in any form or inversion. Thus, the 5th of the minor key may not be 
taken as the bass of a first inversion ; it may, however, bear the single interval of the 6th 
when either the bass or the 6th, or both of these, may be doubled : — 



r), the triad on the 2nd of ^ ,^ | 

on (Chap. IV. sect. 11). is ^b * !, j { \ 
; inversion of a concord — ^^ ' * " 



J" i U J 



% 



^ 



24. There is, then, the first inversion of a triad on every note of the minor key except 
the 5th, and this note bears the single interval of the 6th— 



25. When the bass descends by degrees from the key-note to the 6th of the key, the 
minor 7th from the key- , , i i J 

J ? . gg- : „ (CJhap. II. sect. 23: 
Chap. m. sect. 22). 



note may be taken as the 
bass of a first inversion — 



^^^ 



^. 
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Second Inybrsion of Common Chords. 

26. The second iaversioii of a common chord is the chord with its 5th in the bass, when 
the root becomes the 4th to the bass, and the 3rd 
the original chord beoomeg the 6th to the bass 



'^^ 



27. In both the major and the minor key the only common chords that can be taken 
in the second inversion, are those of the key-note, the subdominant, and the dominant The 
dominant (being the 5th of the key-note), the key-note (being the 5th of the subdominant), 

and the supertonic (being the 5th of the dominant), 
are the three bass-notes of these second inyersions — 



' Ji}U liUi 



28. The bass may not approach a second inversion by leap from the inversion 



of another chord; 



•^ 



^ I I but may, by step of a 2nd 



from the inversion of another 



chord, (^ j a I" '^ ^ II i* °«y' ^y 

leap from an inversion of the same chord, ^ f S ■ =il ^ | ll E and it may, by 



leap or by step of a 2nd from the root of another or the same chord : — 



29. A second inversion must be followed either by some jp ^' J || I J 



other chord upon the same bass note (or its octave) 

or else by some chord on the note next above or below it, diatonic or chromatic : 



»me O d 



4i i H i i H ij I I j j H 1^ 



So long OS the same harmony continues, the bass of a second inversion may proceed to 
another note of the chord, or may have any succession of passing notes ; provided when the 
harmony changes to a chord having another root, the bass return to the note that has the 
second inversion, or to the note next above or below it, whichever it might have taken had 
it made no such digression : — 




• Except from the third invermon of a chord containing a fundamental 7th (Chap. X. sect 26), and 
tram the second inversion of a chord containing an 11th (Chap. XII. sect. 20). 
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30. A second inversion, if followed by a chord on the same bass-note, most be at a mofa 
strongly accented part of the bar, than the chord which follows it : — 



J J n I ! ' 



13? 



not 



rrhT'irpi 



Except only, if the second inversion have been preceded by another diord on the same bass- 



note, when it may be taken at any part of the bar : — A ^ — ^ — I 8 ^ H " 



A second inversion, if followed by a chord upon the next note, may be either at the stronger 
or weaker part of the bar : — 



jji I' l j j i i < l i,^ J 



31. The second inversion of the chord of the donmutnt (having the 2nd of the key for 
its bass-note) may be followed by the second inversion of the chord of the sabdominant 



(having the key-note for its bass). 




(Chap. m. sect 12). 



This is the single case in which one second inversion may follow another. 

Oheomatio CoNOOBDa (Defin. sect 12.) 

In the Minor Key. 
32. A major common chord may be taken on the supertonio of the minor key, of 



which the 3rd and 5th are chromatic notes- 






The 3rd of this chromatic chord (being the augmented 4th of the key-note), may never be 
doubled, and in proceeding to another chord, this note must either rise or fall a semitone. 
In order not to induce a modulation into the key of the dominant, this chromatic chord 
must be followed either by a chord containing the diatonic 4th of the key — 



§^\^ ^ilj »*h|j';i i j: i ''ji i ^ l^'^i^ 



or else by some form of the common chord of the key-note : — * 



if 'I J J jM lii i j hjil lij Ji 



^ Appendix F. 
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The first inyersion of the chromatic chord of the supertonic (having the angmented 4th of 
the key-note for its bass), may be taken under the same condition, as the chord in its 
original position : — 



i^^^#^"ji i h-'"^'i'j»^ i j! ii 



33. A major common chord may be taken on the minor 2nd of the minor key, of which 
the root is a chromatic note : — 



/ UPf ly il M'J." 



There is no restriction as to what chord in the key must follow this chromatic chord. 
The first inversion of this chromatic chord of the minor 2nd of the key may also be taken. 
The bass-note of this inversion, though the major 3rd to the root, may be doubled ai 
discretion : — 



51 



s^ 



^feU^i'r''ii^j i i ii M:i^!J:ii;i:iri;JU^i 



r \r} II J-irrir p-ir ' r 



DtH 



The chord in this inversion is sometimes called the chord of the *^ Neapolitan 6th«" * 

In the MoQCT Key. 

34. All the concords peculiar to the minor key, — except the minor chord of the key-note 
and its two inversions, — ^may be taken as chromatic chords in the major key. 

85. There are tnen, besides the diatonic concords (Chap. IV. sects. 8, 19, 27), the 
following chromatic concords in the major key : — 

I. A minor common chord on the subdominant, and its first and second inversions: — 



i\im\W\^\\\ ^ \iW\\V 



II. The first inversion on the subdominant 
triad with a diminished 5th (Chap. IV 



lominant of a j? 4 .j J J I J I I 



m. A major common chord on the minor 6th of the key and its first inversion : — 



• AnncktifUr fi. 1> 2 
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lY. A major comiiion chord on the supertonic and its first inversion) subject to the same 
conditions as in the minor key (Chap. IV. sect. 32) : — 



ji j i ] i"i j i j nj^ 
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V. A major common chord on the minor 2nd of the key and its first inversion (Chap. 
IV. sect. 33) :— 

.1 . ...,., j_ 
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CHAPTER V. 



PEDALS. 

1. A Pedal is a baas note sustained through a succession of chords, of which chords the 
pedal note may or may not form an essential portion. 

2. The key-note and the dominant are the only notes that may be employed as pedals : 
either or both of theee may be sustained throughout any passage, diatonic or chromatic, 
that does not modulate. Were the key changed, the pedal note would no longer be the 
key-note or the dominant. The following examples of pedals, each of which is in one 
key throughout^ are correct — 



Si J i -' I f \ Ff l NJ l H J j i J i 
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but the following examples, in which modulations occur, are unallowable (Chap. V. 
sects. 7 and 8) — 




3. When the pedal-note is not an essential portion of the harmony, the part next above 
it shoidd form a good bass (that is, should not have any notes unallowable as bass-notes, or 
proceed by leaps that are unallowable in the bass). When the pedal-note is an essential 
portion of the harmony, the part next above it> if the 5th of a chord, is not to be regarded 
as bearing a second inversion. The following example is faulty on account of the con- 
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secntive 4ths at 4, 4 (Chap. III. sect. 12) ; and on account of the leap from C, which is to 
be regarded as bearing a second inversion at * (Chap. IV. sect, 29). 



J r . , 4. . ii I J . « . J 



si ^ 



-ET 



J ^ 'J. 'A A ^ *J. A ^ 



^ . 



¥ 



4. A pedal mostlv commences with the harmony of which Ae pedal-note is the root ; as 
in the foregoing examples. It may, however, commence with any harmony of which the 
pedal-note is or is not an essential portion. 



4M u H i I n i I H j i 
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5. A pedal-note can only be quitted when it is an essential portion of the harmony ; if 
this be the 5th of a chord or a discord requir- 



LiuH ue iuo yiu oi a cuoru or a aiscoru requir- ^ ^ , 1 . i ___4______^ 

ing resolution, the rules for its treatment must I /iC g J i j j J j -j — f 

be observed as though there had been no pedal j iT ' * -I- -J -|- -#J- 

rni.. p^u — • 1. -^ i.___ix_ because the \ 

lord of G, of I 



The following example is faulty; 

C pedal is quitted upon the chord 

which 18 not an essential portion — 

The following examples are correct, because the pedal notes are quitted upon chords of 

which they are essential portions — 






f f i r rrr^TMt 



6. A pedal may close with a modulation, provided no change of key take place until the 
last chord upon the pedal (Chap. V. sect 2) : — 



I 



f'ij i j 'j i i i 'j i i ^^ij "i j . i \ ' ^ 
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7. The last inversion of the chromatic chord of the minor 13th (Chap. XIII. sect. 12), 

and its resolution upon the same / —ja 1 — . 1 1 1 ' — . 1 1 

bass, are not to be regarded as I 
forming a pedal. This harmony / 
may be employed to make a mo- j 
dulation at the close of a pedal. (^ 



^gtej^i^^ 
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8. One only series of harmonies foreign to the key, the employment of which inyolves 
a transient modulation, is allowable upon a pedaL This is the major common chord of the 
sixth degree of the major key, and the fundamental discords derived from the same root, 
any of which may be used upon a dominant pedal, provided it be followed oy some chord oi 
which the perfect 4th of the key-note (the 7th of the dominant) is a portion : — 



^ji'^ ' iij 
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-7zr 
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This is a single exception from the rule in sect 2. 

9. Any note may be sustained throughout a succession of passing-notes in one, in two, or 
more parts (Chap. VJX sect 7) : — 




Instances of this must not be mistaken for pedals, against which the harmony may proceed 
independently of the pedal note, making any progressions that might be employed without 
the pedaL 

Inverted Pedals, 

10. In modem music the pedal is frequently inverted, that is, an upper part sustains a 
note throughout a succession of chords, of which chords the pedal note may or may not form 
an essential portion ; thus — 

J. 




11. All the rules for the bass pedal apply to the inverted pedal, except only the 
rule in sect. 3 ; the inverted pedal in no way affects the progression of the bass part, so 
long as this remains in the key of which the pedal note is the tonic or the dominant 

12. Sometimes the bass pedal is doubled in an upper part, in which case all the rules 
for its treatment apply without exception. 
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CHAPTER VI. 

SEQUENCES. 

1. A SEQUEKOB is the repetition of a progreesion of harmony, upon other notes of the 
scale, when all the parts proceed by the same degrees in each repetition as in the original 
progression ; thns, in the following progression, the bass rises a 4th, the top {lart £eJ1s 
a 2nd, the part next to the top rises a 2nd, and the part next to the bass falli a 3rd — 

and in this repetition of the same progression, —^ — ^^ — ^ 



£7 '&- 



each part moves by the same number of degrees — 



P 



m 



2. In a sequence the name of the interval in the original progression (as 2nd, 3rd, 4th, 
&c.) and not its quality (as major or minor, perfect or augmented) is preserved in the repe- 
titions. Thus, in a sequence of melody an augmented interval may be employed in one of 
the repetitions of what was a perfect interval in the original progression, a« at * 



P 



^ 



32 



^ 



without the harsh effect this interval would produce apart from the sequence (Chap. HI. 
sect 2). In like manner in a sequence of harmony, the dissonant 5ths on the 3rd and 7th of 
the major key, and on the 2nd, 3rd, and 7th of the minor key, may be employed in the 
repetitions of what were consonant 5ths in the original progression as at * 




In the last example it may be observed that the top part moves a major 2nd in the 
original progression, and in the first, the second, and the fourth repetition, but a minor 2nd 
in the third repetition ; the part next to the top moves a minor 2nd in the original progres- 
sion, and in the fourth repetition, but a major 2nd in the first, the second, and the third 
repetitions ; the part next to the bass moves a minor 3rd in the original progression, and in 
the first, the third, and the fourth repetitions, but a major 3rd in the second repetition ; 
and the bass moves a perfect 4th in all cases but the third repetition, where it moves an 
augmented 4tL 

3. Upon the same principle the leading-note may be doubled in one of the repetitions 
of a sequence, as in the fourth bar of the last example (Chap. lY. sect 3). 

4. The original progression in a sequence may consist of two chords, as in the foregoing 
examples; or of more than two chords, as in the examples that are to come. It 
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may consist of conoords only ; or of these intermixed with passing notes ; or wiili prepared 
discords — 



m 
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d7<^ J, 4 4^4 r^A 47^ -^.^ 4?^ ^ 
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The 2nd inversion of concords is xmavailable in sequences. 

5. The repetitions of a sequence may be upon successively higher degrees of the scale, 
as in the foregoing examples ; or upon successively lower degrees, thus : — 

L^ # & S & & C2 :Si ^ 



^m 



m 



^ 



^2_ 



^ 



or at regularly successive larger intervals, thus : — 



-i^^ 



■r 



rr: , i- ;?^ i ^-.JF 






6. When a progression is repeated in a different key, none of the rules for sequences 
justifying the exceptionjd treatment of particular notes apply; thus, in the following 
example, where every accidental sharp, flat, and natural induces a modulation, each progres- 
sion is entirely independent of the others, and each is satisfactory in itself-— 
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CHAPTER VII. 

PASSING NOTES. 

1. Fassing-kotes are notes which do not belong to chords, and are therefore inessential 
to the harmony. They are employed in one or more parts, and resolve either npon a note 
of the diord against which they are taken ; 



B\ i \ I I I j_ J I d II J J 



■i-4^^ 



F ' f T ' f > ' h '> ' i" 



orelsenponanote ({^ g | g || J J | =g^ 
of another chord; c? i- -^ ^g S- 



A passing-note may proeeed by 
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r r 

(Chap. in. sect. 17.) 



r-=^- 



bat should not proceed to 



In the Stbiot or Diatonio style. 

2. A. passmg-note must be approached and quitted by the step of a 2nd — and it must be 
at a loss accented part of*the bar than the harmony-note which precedes it. 

8. A passing-note approached in this manner may either rise or fall to the 



next note; 



M=i 



m 



IC2I 



f=^ 



3L=i 



ic=!z 



If the note to which it passes be 



I I 

also inessential to the harmony, this second passing-note may not return to the first, 
but must proceed up or down in the direction in which it was approached ; 



H r^ i^iii ^ i I 



i 



not 




and the passage must continue in this direction until it reaches a harmony-note. 

4. The major 6th from the key-note of the arbitrary minor scale (Chap. II. sect. 21) 
may be employed as a passing-note ascending or descending, when the 5th and major 7th of 
the key are harmony-notes : — 



m 
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Also in a passage ascending from the 5th of the key to the key-note in which these 
two are harmony -notes, the major 6th of the 



^-Ji i I I I J i p' II 



arbitrary minor scale may be employed as Mg 
a passing-note: — * 

5. The minor 7th from the key-note of the arbitrary minor scale (Chap. IL sect. 22) 
may be employed as a passing-note, ascending or descending, when the minor 6th of tte 
key and the key-note are harmony-notes : — 
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Also in a passage descending from the key-note to the 5th of the key in which these 
two are harmony-notes the minor 7th p. 1 ) J P^ i i n ■ » . i ■■— 

of the arbitrary minor scale may be TO^P 6^ ^~^^^ '^ ?d I ^ " 

employed as a passing-note : — * ( iT^ ^^ 

6. A single exception from the rule in sect. 2 is, that a passing-note, instead of pro- 
ceeding to the harmony-note next to it, may skip a 3rd to the note on the other side of such 
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barmony-note, when this note to which the skip is made must return to the harmony-noto 
between the two : — 



P 



=^ 



-r nw rft 
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r 



rn~i II n 



7. If more than one part at a time proceed by passing-notes, the parts which move while 
other parts sustain must proceed in such progressions with each other a^ would make pure 
harmony, independently of the sustaining parts : — 

A4 :^ , i ^ ^ 






At those places, however, where the chords change and all the parts move together, the 
motion of the accompanying parts fills up any incompleteness in the harmony of those 
parts which proceed by passing notes ; the 4th between the two top parts at the beginning 
of the second bar in the next example is unobjectionable, because, the lower parte move 
when the upper parts come upon this interval, but the 4th which follows it is faulty, because, 
as only the two top parts move, the lower of these two must be regarded as a bass to the 



upper (Chap. III. sect 12). 



r-^ 



8. Two parts may proceed by the step of a 2nd in contrary motion from a concord to 
a discord, and this discord may either be resolved by the return of both parts to the concord 



from which they proceeded- 



^Mi 



w 



or else in both parts it may proceed by 



the step of a 2nd in contrary motion, when if the note thus approached be also a discord, 
both parts must continue to proceed in contrary motion until they reach a harmony-note ; 

"■^ i J i J.^- £ f f * ^ , 



M 



w 



^^ 



="' " p 
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M^m 



I'iither or both of the parts so proceeding in contrary motion, may be accompanied by 
another part proceeding in 3rds or Gths with it, 



L fNTrff i ^^if i f rrfif 1 1 
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or one part may proceed in one direction, ascending or descending, while three other 
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parts proceed in the contrary direction in the relation of 1st, 3rd, and 6th to eaih 
other : — 

^ 1 i 
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j=u. 
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In TBffi Free, or Chromatic Style. 
9. A passing-note may be approached by the step of a 2nd, as in the strict style. It 
may also be appioached by leap, and, in this case, even by an augmented interval : — 



P 



i^ 



JL ^ -J. ^ (Chap. III. sect 2). It must always be quitted by 

^^ J r^ || - the step of a 2nd ; and it may be at either a more or 
■js>- -^ less accented part of the bar. 

10. K a passing-note that is approached by leap resolve upon the harmony note below 



? 



it, the passing-note may be at the interval of a tone or 
semitone from its resolution, according to the diatonic scale : — 



■■^m 



I 



11. If a passing-note approached by leap resolve on the harmony-note above it, the 
passing-note must, when it resolves on the root, the 5th, or the 7th of a chord, be at the 
interval of a semitone from its resolution : — 
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When it resolves on the 3rd of a chord it may be at the interval of a tone or a semitone, 



i 



if ^ | |j. ^ 



^^=^ 



lln case of the exceptional leap of a 3rd from a pa&sing-note to the note beyond the 
harmony-note on which it is resolved (Chap. VII. sect. 6), if this harmony-note be the root, 

the 5th, or the 7th of a chord, the passing-note j^ I f I ' 1 1 J ■ Jf J J I ^ 
below it must be at the interval of a semitone, 




m 



r"=T 



i 



12. A passing-note approached by the step of a descending 2nd from the root or the 
5th of the chord, and returning upwards to the same note, must be at the intervjd of a 
seiLitone from its resolution : — ♦ 
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13. If in a succession of passing-notes, a chromatic note be taken, the passage must 
proceed by semitones till it reaches a harmony-note, tlms : — 



and tlms — 




In the following example, the chromatic passing-note, A flat, proceeds by a semitone to 
A natural, which is a fundamental major 9th to the root, and this is resolved upon the 3rd 
(Chap. XI. sect. 31) ; as, therefore, the A natural is a harmony-note, here is no exception 
from tlie rule : — 
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often written 
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W=^s^ 



rzaz 



■^gr 
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in the following example, when the key is minor (since the major 9th of the dominant is in 
this case imallowable ; Chap. XL sect 29) ; the A natural is a chromatic passing-note, and, 
therefore, the passage should proceed by semitones from it, till it reaches B natural, the 
next harmony-note:- 
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14. The harmonic minor scale (Chap. II. sect. 15) may be employed for a succession of 
passing notes upon the dominant harmony in the minor key, when the interval of the aug- 
mented 2nd (between the 6th and 7th degrees) is unobjectionable (Chap. IIL sect. 2) : — 

J 1^ ^.-T-i rT& 



f-Mn. 



i'. :c''^ \ r ^n^ ^ 



It is also employed, but less frequently, for a succession of passing-notes upon other 
harmonies, in the minor key : — 



^^^^^^^^^m 



fK\frp^ ^ 






The major 6th and minor 7th of the arbitrary minor scale are also available for passing- 
notes, as in the strict style (Chap. VII. sects. 4 and 5). 

15. The note a semitone below any inter>'al of a chord may be taken by leap as a 
passing-note, if it be resolved upwards, without producing false relation with the harmony- 
note on which it resolves : — 
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A note a semitone above any interval may be taken by descent of a semitone, if it be 
resolved downwards, without producing false relation with the harmony-note on which it 
resolves : — 
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CHAPTER VIII. 

SUSPENSIONS. 

1. SusPENSiO}? is the retaining of a note of one chord, while another chord is sounded, 
of which this note forms no portion. Such note must be retained or suspended in the part 
to which it is assigned in the first chord, not newly sounded in a different part ; and it must 
proceed to a note of the chord over which it is suspended : — * 




The sounding of the note in the first chord is the preparation of the discord; the suspension 
is the discord, and its progression to a note of the second chord is the resolution of the 
discord. 

[t must be understood, that to suspend, retain, or hold on a note from one chord, instead 
of proceeding directly to a note of another chord, is equivalent to one part moving behind 
the time of the rest, and that no note newly sounded in any part is ^ suspended note. The 
D in the following example is therefore no suspension, since it is not held on in the part 
next to the bass, in which the D of the first chord should prepare it ; but newly sounded in 
the top part without preparation : — 

) l ey r ' ^ But the foUowing is a 

~ suspension of the D : — 
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2. The 9th and the 4th of any root, and the dissonant 5th of the 3rd and 7th degrees cf 
the major and the minor key are the only intervals that may be suspended. 

♦ Appendix J. 
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3. A suspended discord may not be sounded together 
with the note upon which it is resolved, except the 
9th, together with the root in the bass : — 



i 



w 



9th 
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W 



^ . ^ 



I root. 

And except the 9th, together with the root in an upper part ; and the 4th, together with tho 
3rd in either the bass or an upper part, when the root and the 3rd must be approached by 

the step of a 2nd : — 

4th. 
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9th. 



4th. 
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root. 
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3rd. 
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3rd. ' r 

These last exceptions, thougli admissible, are undesirable, and should only be employed with 
the most careful discretion. In all the exceptional cases the root and the 3rd must be at the 
interval of an 8th from the resolution of the discord. The suspended 5th on the 3rd and 
7th of the key can never be sounded together with the note on wliich it is resolved. 

4. A suspended discord always stands instead of the note upon which it is resolved ; 
and where this note may not be taken, the suspended discord that must be resolved upon 
it may not be taken ; thus, since the following progressions of concords are unallowable. 
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JE the following examples of suspended discords. 



which are resolved upon such unallowable concords, are equally unallowable : — 
4^ 
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5. A suspension is accompanied exactly as the note upon which it is resolved would be if 
there were no suspension, subject only to the conditions stated in sect. 3 ; thus, the chord is 
always known by the resolution, the suspended note being inessential to the h«mnony. 



6. The suspended 9th is resolved upon the root of a 
chord. It is accompanied by the root in the bass, the 3rd, 
and the 5th : — 
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root. 
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7. The first inversion of the suspended 9th has the 3rd in the bass. As in the first 
inversion of a common chord the root becomes the 6th to the bass note ; so, in the first 

root, , » root, 

inversion of a suspended 9th, the 9th 
(which is a 2nd above the root) becomes 
the 7th to the ba&n-note, and is resolved 
upon the 6th : — 
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Though there is no suspended 9th over those degrees of the major and the minor key that 
bear not common chords, the first inversion of a suspended 9th may be taken over the first 
inversion of either of those dissonant triads (Chap. IV. s^ct 17, 18, 21, 22) : — 



I ^ — ^ . root. 
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8. The second inversion of the suspended 9th has the 5th in the bieiss, and may only be 
taken in those three instances in which the second inversion of a common chord is allowable 
(Chap. IV. sect 27). As in the second inversion of a common chord, the root becomes the 
4th to the baas ; so, in the second inversion of a suspended 9th, the 9th (which is a 2nd 
above the root) becomes the 5th to the bass-note, and is resolved upDn the 4th : — 
» root. 



J 1..^^ I I ' . a root. 9 root. 
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9. The last inversion of the suspended 9th has the 9th in the bass. As the 9th is a 2rid 
above the root, the 3rd of the original chord now becomes the 2nd to the bass, and the 5th 
of the original chord now becomes the 4th to the bass ; the root may be taken above the 
9th if approached by the step of a 2nd (Chap. VIII. sect 3), but it is prefei:able to double 
either of the other notes rather than to take this. The 7th, 4th, and 2nd being continued 
while the bass is resolved, they become the 8th, 5th, and 3rd to the resolution : — 
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10. The suspended 4th is resolved on the 3rd :-^ , 
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11. The first inversion of a suspended 4th has the 3rd in the bass, which must be 
approached by the step of a 2nd under the condition stated in sect 3. The 4th now becomes 
the 9ih to the ba^s, a?id is resolved upon the 8th to the bass : — 
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Though there is no suspended 4th over those degrees of the major and the minor keys thai 
bear not common chords, the first inversion of a suspended 4th may be taken over Uie first 
inversion of either of those dissonant triads (Chap. IV. sects. 17, 18, 21, 22) . — 
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12. The second inversion of the suspended 4th has the 5th in the bass, and may only be 
taken in those three instances in which the 2nd inversion of a common chord is allowable 
(Chap. IV. sect. 27). As in the second inversion of a common chord, the 3rd becomes the 
6th to the bass, so in the second inversion of a suspended 4 th, the 4th (which is the 2nd above 
the 3ra) becomes the 7th to the bass and is resolved upon the 6th — 
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13. The last inversion of the suspended 4th lias the 4th in the bass, which is resolved 
upon the 3rd of the original chord, and this, being in the bass, bears a first inversion. The 
3rd and 6th to the bass, in the first inversion of a concord, now become the 2nd and 5th ; 
these being retained while the bass is resolved, they then form the first inversion of a 
concord : — /^ ^g; 
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Though there is no suspended 4th over those degrees of the major and minor keys that bear 
not common chords, the last inversion of a suspended 4th may be taken, which will resolve 
upon the first inversion of either of those dissonant triads (Chap. IV. sects. 17, 18, 21, 22) : — 
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14. The dissonant 5th on the 3rd and 7th of the key is resolved upon the 6th of the 
same bass-note ; this 6 th being the root of the original chord, the 5th is virtually the 7th ; 
it can, however, never be taken as a 7th, but only in this form of a 5th, so that its resolution 
produces the first inversion of a common chord : — 
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On any other bass-note besides these two, the 5th is a concord, and is free co proceed to the 
6th or any other note ; on the 3rd and 7th of the key, this interval, as a suspended discord. 
must be resolved upon ike 6th : — 
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15. Any suspension may, previous to its resolution, leap or proceed by step of a 2nd 
to a consonant note of the same chord, but must return to its resolution before the harmony 
changes : 
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*^* J%«f rule also applies to all other discords. 

Double Suspensions. 

16. The 9th and 4th may be suspended together, in the original position of a chord, or 
in any of its inversions. The rules for their treatment are then precisely the same as when 
either of them is taken sepwately : — 
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17. The dissonant 5th on the 3rd and 7th of the key may be accompanied with the first 
inversion of a suspended 9th, which resolves upon the 6th to the bass, when the dissonant 
5th rises to the same note : — 
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A dissonant 5th on the 3rd of the key may be accompanied also with the first inversion of a 
suspended 4th, which is resolved together with the inverted 9th and the dissonant 5th : — 
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Suspension op Complete Chords. 

18. When tbe progression of roots is by the rise of a 4th (as C to F, D to G, Ac.), the 
whole of the first chord may be suspended orer the bass of the second, whether this l»as8 be 
the root or the 3rd of the chord. In this case — there being suspended sufficient notes to 
define the chord that prepares them, — ^the notes are regarded not with reference to the bass 
over which they are suspended, but to the chord that prepares them, and they proceed just 
AH they would were there no suspension, provided only that no dissonant note move more thau 
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This rule applies not only to cancordSy but to all the discords hereafter described. 

19. A fundamental discord (Definitions, sect. 19) may be prepared in one position, and 
suspended in another : — 
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or any notes, derived from the same root, may be introduced in the suspension wliich were 
not in the chord that prepared it ; thus : — 
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CHAPTER IX. 

CHORDS OF THE DISSONANT FIFTH. 

1. Passing-notes and suspensions form no portion of chords, and thus are inessent'al to 
the harmony. The discords hereafter described form constituent portions of chords, and 
are thus essential to the harmony. 

2. Every diatonic discord of this class is resolved upon a chord, the root of which is a 
4th above the root of the discord. 

3. The dissonant 5th on the Jjrd degree of the minor and the major key (bebides being 
taken as a suspension, which is resolved while the rest of the chord continues) (Chap, VIII. 
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sect. 14). may be taken as an essential discord, which is resolved when the entire choid 
changes : — 
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4. The chord of the augmented 5th on the 3rd degree of the minor key is resolved UTX)n 
the chord of the submediant The 5th is the discord which, in whatever position it appears, 
must be prepared, and must be resolved upon the 3rd of the following chord. This is accom- 
panied with the root and the 3rd, either of which may be doubled, but it is preferable to 
double the 3rd rather than the root (Chap. X. sect 7) : — 
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5. The first inversion of this chord has the 3rd in the bass ; the root then becomes the 
6th to the bass, and the augmented 5th (the dissonant note) is the 3rd to the bass, and must 
rise to the 3rd of the next chord : — 
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6. The triad on the 3rd of the major key is resolved upon the chord of the submediant. 
The perfect 5th is a discord which must be prepared, and must be resolved upon the 3rd of 
the following chord. This is accompanied with the root and the 3rd, either of which may 
be doubled, but it is preferable to double the 3rd rather than the root : — 
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This chord is dissonant only when it has the root in the bass. In its first inversion it is 
available as a concord (Chap. IV. sect 18). 

7. The diminished 5th on the 2nd degree of the minor key may be taken as an essential 
rfIs(*ord, but this may never be used unless accompanied with the 7ih (Chap. X. sect. 9). 
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CHAPTER X. 

CHORDS OF THE SEVENTH. 
1. A chord of the 7th consists of a triad with a 7th added to it : 




m 



2. A diatonic chord of the 7th must be resolyed upon a chord, the root of which is a 4th 
above the root of the discord, and this second chord may be a concord or another prepared 
discord :— 
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(Chap. IX. sect 2). The first inversion of a chord of the 9th (Chap. XI. sect 6) presents 
an apparent but not a real exception from this rule. 

3. The 7th is the dissonant-note, which, in whatever position it may be, must be pre- 
pared, and must be resolved upon the 3rd of the following chord. Its resolution may be 
delayed by its being suspended as a 4th (Chap. VIII. sect 10). 

4. A chord of the 7th, having three notes besides the root, has three inversions ; the 
second inversion, however, is unavailable. 

5. The first inversion of the chord of the 7th has the 3rd in the bass. The root is then 
the 6th to the bass, the 7th is the 5th to the bass (requiring the same resolution as in its 



original position), and the 5th is the 3rd to the bass : — 2 v ^^ %^ ^ ^—1 1— 



6. The last inversion of the chord of the 7th has the 7th in the bass, and it must be 
resolved upon a first inversion of a chord on the note below. The root is then the 2nd to 
the bass, the 3rd is the 4th to the bass, 
and tlie 5th is the 6th to the bass : — 
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7. A 7th may be added to the chord of the augmented 5th on the mediant of the minor 
key (Chap. IX. sect 4), when both the 7th and the 5th liave the same treatment as either 
would have without the other : — 
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S. A 7th may be added to the triad on the mediant of the major key (Chap. DC. sect 6), 
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when both the 7th and the 5th have the same treatment as either would have without 
the other : — 
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In the inversions of this chord, the 5th is not a discord, and the 7th only has to be pre 
pared and resolved : — 



9. A chord of the 7th may be taken on the second degree of the minor key, in which 
the 5th as well as 7th is a discord (Chap. IX. / ^ 
sect. 7). The 7th has the same treatment as in I 
every other instance ; the 5th must be prepared / 
and must be resolved upon the root of the follow- j 
ing chord : — (^ 
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In the inversions of this chord the 5th is not a discord, and the 7th onl^ has to be prepared 



an! resplved : — 
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10. As there is no common chord upon the leading-note, there can be no chord of the 
7th upon the subdominsmt (Chap. X. sect 2), except in one of the repetitions of a sequence 
(Chap. VL sects. 2 and 3). As, however, the first inversion on the 2nd of the key is available 
as a concord (Chap. lY. sects. 17, 21), the last inversion . J 

of a chord of the 7th of the subdominant '^''^ ^'^ ""^ ■ ^ 
taken and resolved upon such first inversion 



linant may be Jp j j J j \ 9^ It 

ion:- ^l } ^^ }\^ 



11. As there is no common chord upon the 3rd of the major key, there can be no chord 
of the 7th on the leading-note (Chap. X. sect 2), except in one of the repetitions of a 
sequence (Chap. VI. sects. 2, 3). As, however, the first inversion on the 5th of the major 
key is available as a concord (Chap. TV. sect. 18), the last inversion of a chord of the 7th ob 
the leading-note may be taken and resolved upon such first inversion : — ♦ 



The Dominant 7th. t 

12. A chord of the 7th on the dominant may be taken without preparation ; but it is 
resolved, like prepared chords of the 7th, on a chord of which the root is a 4ih above the 
root of the discordy — ^that is, on the chord of the key-note. The first inversion of the chcrd 

• Apr»'*^^iT K t Appendix L. 
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of the 9th of the mediant consists of the same notes as the chord of the 7th of the dominant 
and its different resolution is regarded by some as an exceptional treatment of the dominant 
harmony (Chap. XL sect. 11).* 

13. This chord consists of the root, the major 3rd, the perfect 5th, and q ^ „ 
the minor 7th, which intervals distinguish it from every other chord of the ^ ) g" ~""|r 
7th, formed of the notes of the diatonic scale : — ^ ' 



14. In this chord, the 3rd (which is the leading-note), as well as the 7th, requires to be 
resolved. The root and the 5th, which form a perfect interval with each other (Chap. L 
sect. 9), are free in their motion, provided they break none of the rules for the progression 
of parts. 



15. The 3rd, in the chord of the dominant 7th, must rise a 
2nd to its resolution, while the 7th falls a 2nd : — 
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16. Unlike all other diatonic chords of the 7th, that of the dominant may be taken in 

the second inversion, when the 5th of the original chord is the bass-note, J , 

the 3rd is the 6th to the bass, the root is the 4th to the bass, and the ^ 
7th is the 3rd to the bass :— ^ 

17. The bass, in this case, is restricted in its progression as in the second 'inversion of a 
concord (Chap. IV. sect. 29) ; thus, it may fall a 2nd or rise a-2nd :— 
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18. When the bass of a second inversion of a chord of the 7th rises one degree to the 
3rd of the following chord, the 7th may also rise one degree to the 5th of the following 
chord : — 
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This treatment of the interval of the 7th forms a single exception from the rules previously 
given for the resolution of discords (Chap. IIL sect 17 ; Chap. X. sect 15). 

19. In the second inversion of the chord of the dominant 7ih, the root may be omitted, 
and tiien, but then only, the 7th may be doubled ; in this case, while one 7th falls to the 3rd 
of the next chord, the other may rise to the 6th, or may even leap upwards to the root of 
the following chord : — 

' ' -1- 



i 



w 



^ 



s 



r 



^ 



^=r 



s 



The notes of this chord are identical with those of a first inversion on the 2nd of the key 
(Chap. IV. sect 10, 21), and it is always discretionary to treat it as such, when its pro- 
gression is free ; or as an inversion of the dominant 7th, when it is resolved upon the chord 
of tlie kev-nota : — ♦ Appendix M. 
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20 When the 7th is in the bass, it may not be approached by leap do^wank, 

or by step of a 2nd 



/ f fc ^ ^11 ^^^ °^^y ^' ^^ ^®^P upwards, ^ T ^ t^j 1 1 




downwards or upwards 



*^* This rule appliea to all unprepared discords when taken in tlie bass. 

The Supertonic 7th. 

21. A chromatic chord of the 7th on the Supertonic may be taken without preparation. 

22. This chord consists of the chromatic common chord on the supertonic (Chap. IV. 
sect 32), with the addition of the 7th ; and its 
intervals are thus the same as those of the chord 
of the dominant 7th : — 
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23. The progression of this chord and the treatment of the 3rd are bound by the rule 
for the chromatic common chord on the same note (Chap. TV. sect. 82). 

24. The 7th in this chord "must either fall a 2nd (as in other chords of the 7th), or 
remain to be a note of the following chord : — 
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25. When the 7th remedns to be a note of the following chord, it may be doubled ; and 
then one of the two 7ths is free to leap as a concord : — 
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ll is also allowable, without doubling the 7th, to 
make it leap as a concord, provided the 5th in the 
chord of the 7th proceed to that note in the 
following chord which was the 7th in this : — 
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26. In the second inversion of this chord the root may be omitted, and then the 7th may 
be doubled, as in the second inversion of the dominant 7th (Chap. X. sect. 19) : — 
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27. When this chord is followed by the dominant 7th (its 3rd falling a chromatic semi- 
time to the 7th of the following chord), it is allowable for the 7th to rise one degree to the 
5 th of the following chord, provided the 5th in the 
first chord proceed to the 3rd in the second chord ; 
this, however, must be regarded as an exceptional 
progression, and should therefore be but rarely em- 
ployed : — 
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The Tonic 7th. 

28. A chromatic chord of the 7th on the Tonic may be taken without preparation, in 
either the major or minor key. 

29. This chord consists of the major common chord of the key-note (in which in the 
minor key the 3rd is chromatic), with the addition of a minor 7th (which in the major key 
is chromatic), and its intervals are thus the same as those of the chord of the 
dominant 7th : — -i9 1 1 1 — , — | „.b I In - 



' f-i-^-i- 



30. In order not to induce a modulation into the key of the subdominant, this chord 
must be followed either by a dominant discord, or by a supertonic discord : — * 




31. The 3rd in this chord may never be doubled. 
It must either rise a minor second : — 

or rise a major 2nd : — "^^^ ■ **^ ^ 
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or fall a chromatic semitone :- 
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32. The 7th in this chord must either rise a chromatic semitone : — 



or fall a 2nd :— 
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♦ Appendix N. 
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83. In the second inYersion of this chord the root may he omitted (as in the dominant 7th» 
C/'hap, X. sect. 19), but the 7th may not here he doubled : — 



^^^^^m 



^#i 



84. When this chord is followed by the dominant 7th (its 7th rising a chromatic semi- 
tone to the 3rd of the following chord), it is allowable for the 3rd to fall one degree to the 
Cth of the following chord, provided the 5th in 
the first chord proceed to the 7th in the second 
chord; this, however, must be regarded as an 
exceptional progression, and should therefore be 
but rarely employed : — 



( 




CHAPTER XI. 

CHORDS OF THE NINTH. 
1. A CHORD of the 9th consists of a chord of the 7th with a 9th added to it : — 37^^ 



2. A diatonic chord of the 9th must be resolved on a concord or discord, the root of 
nhich is a 4th above the root of the first chord (Chap. X. sect. 2) : — 
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8. The 9th is a dissonant note, which, in whatever position it may be, must be pre- 
pared, and must be resolved upon the 5th of the following chord. 

4. The root of the chord mfi,j only be sounded in the bass, and is consequently omitted 
in all the invei*8ions. 

5. The rest of the notes bear the same treatment as in the chord of the 7th, save that 
the 5th (which, if placed below the 9th, stands at the interval of a 5th from this note) 
requires to be written with care, to prevent the part in which it stands from proceeding in 
5ths with that which has the 9th. To avoid such faulty progression, the 5th may rise to 
the 8rd of the following chord : — 




or to the 5th 
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or. being placed above the 9tli, it may proceed in 4ths with this note : — 



or it may be 
omitted : — 



6. The chord of the 9th, having four notes besides the root^ has four inversions ; the last 
inversion, however, is unavailable. As the root of the chord of the 9th is omitted in all the 
invei-sions (Chap. XI. sect- 4), the first inversion of this chord consists of the same intervals 
as the chord of the 7th, in its original position; the second inversion of the 9th, of the same 
as the first inversion of the chord of the 7th ; and the third inversion of the chord of the 
9th, of the same as the second inversion of the chord of the 7th : the inversions of the chord 
of the 9th are distinguished fix)m those of the chord of the 7th, by their resolution. This 
combination of notes, however approached, may be resolved either as a complete chord of 
the 7th (direct or inverted), or as a chord of the 9th with the root omitted (Chap. X, 
sect. 4) : — 



9th, 1st inversion. 



7th. 



9th, 2nd invers. 7th, Ist invere. 9th, 3rd invers.* 
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7. When the root of the chord of the 9th is omitted, the 7th (except when it is the 
bass-note) ceases to be a dissonance, and therefore needs neither preparation nor resolution. 
When, however, the 7th of the chord (being the leading-note or the subdominant) forms a 
dissonance with the 3rd of the chord, the rules for its preparation and resolution must be 
observed. 

8. The first inversion of the chord of the 9th has the 3rd in the 
bass ; the 9th is then the 7th to the bass, the 7th is the 5th to the 
bass, and the 5th is the 3rd to the bass : — 

9. The second inversion of the chord of the 9th has the 5th in the bass, and it must be 
resolved upon a first inversion of a chord on the note next above. ^ ^ jl ^ 
The 9th is then the 5th to the bass, the 7th is the 3rd to the bass, ^^ T k I i 6 H" 





and the 3rd is the 6th to the bass : — 



10. The third inversion of the chord of the 9th has the 7th in the bass (which, being a 
dissonance with the 4th above it» must be prepared), and it must be resolved on the first 
inversion of a chord on the note next below. The 9th is then 
the 3rd to the bass, the 5th is the 6th to the bass, and the 3rd 
is the 4th to the bass : — 
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* Not available as the second inversion of a chord of the 7th (Chap. X. »«•♦ i\ 
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11. The chord of the 9th on the 3rd degree of the major or minor key, when the root is 
omitted^ appears as the chord of the dominant 7th; and the resolution of this upon the 
chord of the submediant is a prc^ression so common, that it is frequently regarded as an 
exceptional treatment of the dominant harmony. Whenever the chord of the dominant 7th 
is employed, it may either be resolved (ac- 
cording to its own rule) upon the chord 
the key-note, or (according to this rule) / 
upon a chord of which the 6th degree of j 
the key is the root (Chap. X. sect 12) : — ^ 



^4^ j i j J ii i J i J Jir 




k^ 



m 



^ 



The Dominant Minor 9th. 

12. The chord of the minor 9th on the dominant may be taken without preparation in 
either the minor or major key, being diatonic in the former, and chromatic in the latter. 

13. This chord consists of the chord of the dominant 7th (Chap. X. 
sect 13) with a minor 9th added to it : — 

14. The 9th may be resolved (after the manner of a suspended discord), while the rest 
of tbe chord remains ; or it may be resolved with the rest of the chord upon a chord having 
another root : — 





«'l. II i 



1^'' ^ " ry 



w 



1 



:^=a= 



m 



15. If resolved while the rest of the chord remains, the 9th may proceed either to the 
root or to the 3rd of the chord : — 



i 



w 



ZE2Z 



-mr 



i 



IZ3: 



Resolved on the Root of the same Chord. 

16. If the 9th resolve upon the root of the same chord, the root should not (save in 
some very rare cases) be sounded in any of the upper parts together with the 9th; the root 
is consequently omitted in all the inversions of the chord. 

17. In this form, the chord of the dominant 9th may be employed in all its four 
inversions. 



18. The first inversion has the 3rd in the bass, when the 9th and 3 ? J \>d \ I f 
I are successively the 7th and 6th to the bass : — %f -S- ^ 

19. The second inversion has the 5th in the bass, when the 9th ^^gm ^ 



and root are successively the 5th and 4th to the bass : — 



w 
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20. The third inversion has the 7th in the bass, when the 9th and 
root are successively the 3rd and 2nd to the bass : — 



Chap. XI. 



P 



2 r ' * 



21. The last inversion has the 9th in the bass, which is accom- 
panied with the 2nd, 4th, and 6th, and these remain as the Sixl, 5th, 
and 7th, when the bass is resolved : — " 

liesolved on the 3rd of the same Chord. 

22. K the 9th resolve upon the 3rd of the ^ ^J. . 

same chord, it may either rise a 2nd, or fall a / IT J^ — f> J t]^ I ^ ^. ^ H 



7ih to its resolution : — 

23. When the 9th is thus resolved, the 3rd must not, in any of the parts, be sounded 
together with the 9th ; but the root and 7th should both be sounded with the 9th (Chap. 
XI. sect 25). 

24. As the 3rd may not be sounded, tlie first inversion of the chord in this form is 
unavailable. The other three inversions are but rarely employed. 

25. When the 9th is resolved upon the 3rd of the f \ Q (^ f — r~ 
same chord, the root may be taken instead of the 7th ; 
and then it must proceed to the 7 th, at the same time as 
the 9th proceeds to the 3rd : — 




i — h 



Resolved on a Chord derived from another Root. 

26. If the 9th resolve with the rest of the chord, the chord of 
the dominant 9th must be resolved upon the chord of the key-note, 
foid the 9th must fall to the 5th of the following chord :— ♦ 



i 



& 



^ 



m 



¥ 



27. Under this treatment of the chord the root may not appear in any part but the 
bass, and is consequently omitted in all the inversions. The first inversion, therefore, con- 
sists of the leading-note with its 3rd, 5th, and 7th, which last being a diminished 7th, the 
combination is often called the " chord of the diminished 



combination is often called the " chord of the dimmished q | n . J ii . J i i , J " TT 
7th,"it8 derivation from the real root being disregarded : — G^ Id II 1^ I I 1^ II ^ ^ ff 



s^ 



28. Li resolving the last inversion, care must be taken that 
the 4th to the bass (the 5th of the original chord) proceed not 
to the root of the next chord, progressing thus in 4ths with the 
bass (Chap. m. sect 12) :— 



to avoid this fitult, the 4th should rise either to the 3rd or 5th of the following chord :-^t 




§\ \ J I J : Ihp-f-J+JTF 



i=fe 



1^ 



* Appendix M. 

t In the third iDversion, the 7th (being the bass) Bometimes leaps downward to the key-note, the root 

'rf the next chord, when the 6th in tlie chord of the 9th goes to the 8rd of the key-note. . , ., ».-vT/> 
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The Dominant Major 9th. 

29. A cliord of the major 9th on the dominant may be taken without preparation, but 
In the major key only. 

30. This chord consists of the chord of the dominant 7th with a major ^F 
9th added to it :— ^ 

31. The 9th may be resolved on the root or the 3rd, while ihe rest of the chord remains; 
or it may be resolved on a chord having another root. 

Resolved an the Root of the same Chord. 

32. The root may not be sounded in any of the upper parts together with the 9th ; it is 
consequently omitted in all the inversions of I J J. J J ! 
the chord, until it appears as the resolution j^ ^ ■ ■ _^ 
of the 9th :— 



^^ 



33. The major 9th should not be sounded below the 3rd, and it cannot, therefore, when 
resolved upon the root, be employed in the bass ; the last inversion of the chord is con- 
sequently unavailable. 

34. In other respects, the rules for the resolution of the minor 9th upon the root apply 
also to the major 9th (Chap. XL sects. 16 to 21). 

Resolved en the Zrd of the same Chord. 

35. The rales for the resolution of the minor 9th upon the 3rd of the same chord apply 
also to the major 9th (Chap. XL sects. 22 to 25) ; except that the inversions of the chord 
with the major 9th are more frequently employed than those of the chord with the 
minor 9th : — 

A ^^, _J_ .. I , 1 ■ _J L 
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Resolved on a Chord derived from another Root. 

36. The chord of the major 9th on the dominant is resolved 
upon the chord of the key-note, when the 9th falls to the 5th 
of the following chord : — * 



^«i 






37. The root is omitted in all the inversions. The major 9th should not be sounded 
below the 3rd, and thus the last inversion is unavailable : — 
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The Supertonio Minor 9th. 

38. A chromatic chord of the minor 9th on the supertonic may be taken without pre- 
paration^ in either the minor or major key. 

39. This chord consists of the chromatic chord of the 7th on the supertonic (Chap. X. 
sect. 21), with the addition of the minor 9th ; and its inter- 
vals are thus the same as those of the chord of the dominant 7 r 
minor 9th : — c/ 

40. As in the dominant chord, the 9th may be resolved on the root or the 3rd of the 
name chord ; or it may be resolved on a chord derived from another root 

41. If resolved on the root or the 3rd of the same chord, the supertonic minor 9th 
follows all the same rules as the dominant minor 9th (Chap. XI. sects. 16 to 25). 

42. If resolved on a chord derived from another root, the supertonic minor 9th (like the 
chromatic conmion chord and chord of the 7th on the same note) must be followed eithei 
by a dominant discord, or by an inversion of the chord of the key-note : — 




tf-f 'g If f I I f ^ 'y if '^ " 



h' ' J ' U\ ^ 



ZOO 



izr 



1 



43. The 9th in this chord must either fall a 2nd (as in other chords of the 9th), or 
remain to be a note of the next chord : — 




or rise a chromatic semitone : — 




*»♦ In the inversions of this chord, the minor 9th is sometimes written as a chromatu 
semitone above the root (Ohap. 11. sect 24) : — 




The Supertonic Major 9th. 

44. The chromatic chord of the major 9th on the supertonic may be taken without pr» 
parationy but in the major key only. 
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lord of the 7th jg J 'J -\-^ — If 
jor 9th :- W^g. !^^ ' i g " 



45. This chord consists of the chromatic chord 
on the supertonic, with the addition of the major 
and its intervals, therefore, are the same as those of the chord of the dominant major 9th. 

46. The 9th may be resolved while the rest of the chord remains, according to the rules 
for resolving the dominant major 9th (Chap. XI sects. 31 to 35). 

47. K resolved on a chord derived from another root, the same rule applies to this chord 
:-a to the supertonic minor 9th (Chap. XI. sect 42). 

48. The 9th must either fall a 2nd (as in other chords of the 9th), or remain to be a 
note of the next chord : — 



§l-'\ir(^ \ '} 
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^'^fl r f-l^ff+f-p 
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-^- 



-^f- 



49. The rule for the omission of the root, and for the relative position of the 3rd and 
major 9th of the dominant (Chap. XL sect. 37), applies also to this chord, which has also 
the same available inversions : — 

4 




* 
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IZ2Z 



joiz 



lEz: 



•^gr 
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The Tonic Minor 9th. 

50. The chromatic chord of the minor 9th on the key-note may be taken without pre* 
poration, in either the minor or major key. 

51. This chord consists of the chromatic chord of the 7th on the key-note (Chap. X. 
sect 29), with the addition of a minor 9th (which is always chromatic), and its intervals ai6 
thus the same as those of the chord of the dominant minor 9th : — 



i 



a 



^p 



52. As in the dominant and supertonic chords, the 9th may be resolved on the root or 
the 3rd of the same chord ; or it may be resolved on a chord derived from another root 

53. If resolved on the root or the 3rd of the same chord, the tonic minor 9th followR aO 
the ^m*? rules as the dominant minor 9th (Chap. XL sects. 16 to 25). . 
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54. If resolved on a chord derived from another root> the tonic minor 9th (like the 
chromatic chord of the 7th on the same note) must be followed by a dominant discord, or 
by a supertonic discord : — * 



^-^ I »i i M ^-i4 - ^i-4~^ m 



m 
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55. The 9th in this chord must either rise a chromatic semitone, or it may fall a 2ud, 
provided the root be not retained as a note of the following chord {see Examples to Sect. 54). 

The Tonic Major 9th. 



56. The chromatic chord of the major 9th may be taken on the key-note without pre- 
paration, in either the major or minor key. 

This chord consists of the chromatic chord of the 7th ^ c 



57. 



zw 



1 



on the key-note, with the addition of the major 9th: — ^ " ^^ : 

ai d its intervals are thus the same as those of the chord of the dominant major 9th. 

58. The 9th may be resolved while the rest of the chord remains, according to the rules 
for resolving the dominant major 9th (Chap. XI. sects. 31 to 35). 

59. If resolved on a chord derived from another root, the same rule apphes to this chord 
as to the tonic minor 9th (Chap. XL sect 54).* 

60. The 9th must then either remain to be a note of the next chord : — 



I 




:ti 



4=»t 



A or it may fell a 2nd, 



f» to 



m 



provided the root be 
not retained as a 
note of the follow- 
ing chord : — 




CHAPTER XII. 

CHORD OP THE ELEVENTH. 

1. The chord of the 11th on tlie dominant may be taken without preparation. 

2. This chord consists of either the chord of the minor 9th, or the major 9th on the 
dominant with the addition of an 11th, — but either 



dommant with the addition oi an llth, — but either --^- — — p - — 

the 3rd or the 5th must be omitted when the llth ^GS^^ J^^^ ^ H"^ 



is sounded : — 

3. The llth may be resolved (like the 9th), while the rest of the chord remains: — 






^ 9 
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or it may be resolved (also like the 9tli) toith the rest of the chords upon a chord having 
another root : — 




4. If resolved while the rest of the chord remains, the 11th may be resolved either upon 
the 3rd, or upon the 5th of the chord. 



Resolved on the Zrd of the same Chord, 

5. If the 11th resolve upon the 3rd, the 3rd must in no case be sounded together 
with the 11th. In this form the llth somewhat z' 
resembles the suspended 4th; but it differs from 1 
that discord in so much as it needs not preparation ; J 
and in so much as, when jihe 11th is resolved, j 
there should still remain one or more dissonant \^ 



§ } \ i 



^ 



w 



. ^ j. p. 



m 



m 



^ 



^ 



* 



M 



notes of the dominant harmony, if in the last case the root be soanded with the 11th. 

6. When the root is omitted (Chap. XL sect. 16), as well as the 3rd, the 7th ceases to 
be a dissonant note, and thus in all the inversions of this form of the chord, the 7th is free 
in its progression. 

7. The first available inversion has the 5th in the bass, when the II th is the 7th to the 
bass, the 9th is either the diminished or the perfect 5th to the bass (according as it is the 
minor or the major 9th), and the 7th is the 3rd to the bass. The bass of this inversion may 
either remain, or rise to the root, when the 11th and the 9th are resolved : — 



y!jiiJ J i v l i i |--A U4J i H J i JJrJ i i f if i i,Htii 



^'■'rf il 'fi|'"Ff i H i| II I Ml' I II ii fn^ i M 



8. The next inversion has the 7th in the 
original chord are the 5th, 3rd, and 6th to the 
some theorists ** the chord of the added 6th " : — 

I 



when the 11th, 9th, and 5th of the 
In this form the chord is named by 




9. The next inversion has the 9th in the bass, 
when the 11th, 7th, and 5th of the original chord are 
the 3rd, 6th, and 4th to the bass. When the 9th is 
major, this inversion can rarely be used with good 
t^flfect : — 



[J I JiJ JiJii 
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10. The last inversion has the 11th in the bass, when the 9th, 7th, and 5th of the 
original chord are the 6th, 4th, and 2nd to the bass : — 



^j jhj j i jij ^^^ 



Resolved on the 5th of the same Chard. 

11. If the llth resolve on tlie 5th of the same chord, the 5th may not, except in one 
instance (Qiap. XII. sect 16) be sounded together with the llth. 

12. The 3rd may be sounded together with the llth, but this form of the chord is iw^elj 
employed : — 



w 



=g: 
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grf— f M r II r f f 



-rzr 



13. It is more common for the 9th to rise to the 3rd, when the llth rises to the 5tli. 
In this form of the chord, the root and the 7th must be sounded, the 3rd and the 5ih must 
be omitted : — 

-J 1 ! . ^ « 1 L 
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14. The first available inversion lias the 7tb in Hob bass, when the llth, 9^ and root 
are the 5tli, 3rd, and 2nd to the bass : — 



ji .'ii' i\', II J [11 fir " 



15. The only other available inversion has the 9tli in the bass, when the llth, 7th, and 
ruot ate the 3rd, 6th, and 7th to the bass : — 

4- 



nin^^'r'^ 



=^=fe 



-79r 



16. This form of the chord may also be taken with the 5th in the bass, provided such 
bass-notf descend to the root when the llth and 9th proceed to the 5th and 3rd : — 




rtpj, II |i- iiii i j iu ji p 



rrrr^ 



m^^ 
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17. When the llth and 9th proceed to the 5th and 3rd, the root may be taken instead 
of the 7th, and then it must fall to the 7th at the same time as the 9th and the llth are 
resolved (Chap. XI. sect. 25) : — 



Digitized by 



Google 



Chap. XII. 



CHORD OF THE ELEVENTH. 



51 



fffft=H#Ht^M^ i.i,. .'iJ lilli i..i,i ^l 
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Hesolved on a Chord derived from another Root, 

18. If the 11th be resolved with the rest of the chord, the chord may be resolved ajK^ii 
the chord of the key-note, or upon a supertonic discord. 

19. In this form of the chord, the root can only be sounded in the bass ; the 3rd must 
always be omitted ; the 5th must not descend to that note in the following chord which was 
the 11th in this (Chap. IIL sect. 17) ; and the 7th may fall a 2nd, or rise a chromatic 
semitone, — and, when the root is omitted, it is free to rise a 2nd, to fall a 4th, or rise a Lth 
(Chap. XII. sect. 0). 

20. The first available inversion has the 5th in the bass : — 
J ! U^ \ ^ U^ 1 L 



} I i 4 J J l -jrHI-i I i 'I ^^ 
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21. The next inversion has the 7th in the bass : — 



^-,^-^1=; „ip { g ^^ i 1 s < M -V^' 
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22. The next inversion has the minor 9th in the 
A L 
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23. llie last inyerdon has the 11th in the bass : — 



Chap. XI II 
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CHAPTER XIIL 

CHORDS OP THE THIRTEENTH. 
The Dominant Minor 13th. 

1. A Chord of the minor 13th on the dominant may be taken without preparation. 

2. This chord consists of the chord of the dominant 11th (Chap. XII. sect. 2), with the 



addition of the minor 13th : 



the 9th and 11th: 





— I but the root and 3rd are more frequently taken than 
and in this case the 7th is not unfrequently omitted : Y ^-g-| }* 



3. The 13th (like the 9th and the 11th) may be resolved, while the rest of the chord 
remains ; or it may be resolved (also like the 9th and the llth) with the rest of the chord, 
upon a chord having another root : — 



MH j i i i 'i i j i 'i'ii 



^ 



dS 



4. If resolved while the rest of the chord remains, the minor 13th on the dominant can 
only be employed in the minor key ; the 13th may be resolved either upon the 5th or upon 
the 7th of the chord. 

Resolved upon the 5th of the same Chord. 

5. If the 13th resolve upon the 5th, the 5th must not be sounded together with the 
13th, and the 13th should not be sounded below the 7th : — 



y j.' f ^ i '-i i j. ' \ \ \ 'i i i | .',Vh. ' li b /^ i s \^^ff \^ 



w„,if'rir^rir^r i i.irhii 
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6. If the 7th be omitted, the root must proceed to the 7th when the 13th goes to the 5th : — 



f\ ij » j J I ';■ 11^^ 
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7. If tlie root, the 3rd, and the 5th be omitted, this chord appears as a chord of the 7th 
on the subdominant, the 13th being the 7th to the bass, — ^the 11 th the 5th to the bass, — 
and the 9th the 3rd to the bass. The bass, which is the 7th of the original chord, is then 
free in iti* progression (Chap. XII. sect 6) : — 




j j <j I j 'j-j=^ ^ 



T»" 



^ 



Resolved en the 7th of the same Chord, 
8. If the 13th resolve upon the 7th, the 7th must not be sounded together with 

the 13th :— 

J- 



f* fi(' f I'l.'^ iifi f F f I - " F ' f f#t<^-^ 




Resolved on a Chord derived from another Root 

9. The chord of the minor 13th on the dcwninant is resolved upon the chord of the key- 
note ; it may be employed in both the minor and the major key.^ 

10. The 13th may remain to be the minor 3rd of the following ^ . 



chord, when the 7th may not be sounded together with the ^ vb|> l|g ^ B 
13th (Chap. III. sect 17) :•— ^ ^ ^^^ 



or it may rise a chromatic semitone to the major 3rd of the 
following chord: — 

•»• In this latter case it is more common to unite the minor 13th 
as an augmented 5th to the root (Chap. 11. sect 24) if — 



i 
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• In this form, the chord of the minor 13th is identical with the suspension of the augmented 5th (Chap. VIII. 
sect. 1*), differing from it only in requiring no preparation, when its use is restricted to the free style (Defin. 
nect. 22). When accompanied with the 3rd and 5th (Chap. XIII. sect. 12) the chord is identical with the double 
suspension of the augmented 5th and the inverted 9th (Chap. YIII. sect. 17), but its use, as an unprepared 
discord, is restricted to the free style. 

t In this form, the chord of the minor 13th (as thus frequently written) resembles the chord of the augmented 
5th on the mediant of the key of E minor (Chap. IX. sect. 4) ; but it differs from that chord in requiring no pre- 
paration ; in never having its 3rd doubled, because this is the leading-note ; in being accompanied with the minor 
7th, whereas the diatonic discord may be aocompanied with the major 7th (Chap. X. sect. 7) ; and in being 
resolved upon the chord of the key-note, whereas that chord is resolved upon the chord of the submediant 
However familiar the chord of the minor 13th may be with this notation, and however expedient may be the 
use of this notation on acoount of such familiarity, there are sufficient examples, in the works of the great masfors, 
of the note written as a 13th, and nut as a 5th to the root, to prove their belief in its fundamental origin. Ilie 
naming of the note is of secondary importance, but the knowledge of its derivation is essential to a clear id<« 
of its treatment. I refer musicians for unanswerable arguments on this subject, and on that of the choid of thr 
11th. to the " Treatise or Harmony" of Alfred Day. — Harrison j* Co, 

t Af jendix 1ST. 
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11. The minor 13th may be accompanied with the root and 3rd only : — 




12. The minor 13th may be accompanied with the root, 3rd9 and Sth, Dut it is then 
mostly employed in the last inversion, having the 13th for the bass : — 

\—± 
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13. The minor 13th may be accompanied with the root, 3rd, and 7th, when it mnst be 
sonnded above the 7th. In this form it can only be employed in the major key (Chap. Xm. 
sect. 10). 






j^JK-l l J i^iVLTtrtf 



FT 



m 



Z=M 4 f!(-l^f f i f f Mp ji 



m 



^3 



14. The minor 13th may be accompanied with the minor or major 9th, in addition to 
the intervals last described : — 




^ 11 j I J «i I 'N i 



il ' I r r I T I I -. 



15. The 13th (however accompanied, except when the 6th is sonnded an:ainst it), vcL?.y 
leap a 8rd to the root of the following chord, if this chord be minor :— 
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The Dominant Major 13th. 

16. A chord of the major 13th on tlie dominant may be taken without preparation in 
the major key only. 

17. This chord consists of the same intervals as that of the minor 13th, except that 
the 13th is major instead of minor. (Chap. XIII. 
sect. 2) : — 

18. The megoT 13th may resolve like the minor 13th, on the 5th or on the 7th of the 
same chord (Chap. XIII. sects. 5 to 8) : — 




^m 



ZXI^SO 



-^^ 



f 



^ 



5=«= 







-^ 



19. The chord of the major 13th on the dominant 
may be resolved on the 
13th must leap a 3rd to the root of the following < 



f the major Idth on the dominant J . i 

;he chord of the key-note ; when the 7 > 8 *» j j h ! 
to the root of the following chord : — *c/ -i * W *£ 



'CJTJ 



"«- 



i 



The SupERTONio Minor 13th. 

20. A chord of the minor 13th on the supertonic may be taken without preparation in 
both the major and minor key. 

21. This chord consists of the chord of the minor or major 9th on the same note 
(Chap. XI. sects. 39 and 45), with the addition of the minor 13th ; but any of the notes, 
except the 13th and the 3rd, may be omitted. 

22. The 13th of the supertonic is rarely resolved while the rest of the chord remains. 

23. The chord of the minor 13th on the supertonic is resolved upon a dominant discord 
or upon a tonic discord. 

24. If the chord resolve upon a dominant discord, the 13th rises a chromatic semitone 
to the 3rd of the following chord. In this case the 7th must be omitted, (since its resolution 
would induce the doubling of the leading-note) (Chap. IV. sect 3) ; the 5th is rarely 
employed; and it is not desirable to have 



the 9th in the chord : — 



jfjiijj44i4 fe 



25. If the chord resolve upon a tonic discord, ^(^ 13th remains to be the 7th of the 
following chord : — 




'i\yi\i i i j J i j^ ij M' j i i j i J i ^J i>jf^ 
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The Tonic Minor 13th, 

26. A chord of the minor 13th on the key-note may be taken without preparation in 
both the major and minor key. 

27. This chord consists of the chord of the minor or major 9th on the same note 
(Chap. XI. sects. 51 and 57), with the addition of the minor 13th. 

28. The 13th may resolve on the 5th or on the 7th of the same chord, according to the 
same rules as the dominant 13th (Chap. XIII. sects. 5 to 8). 

29. The chord of the minor 13th on the key-note is resolved upon a dominant discord, 
or upon a supertonic discord.* 

30. If the chord resolve upon a dominant discord, the 13th may fall a 2nd to the root of 
the next chord :- 



h i t f i j ii j i ^f ijii 



or remain to be the minor 9th of the next chord : 



■I Jil jiji i ji^te 



or rise a chromatic semitone to the major 9th of the 
next chord, provided the 7th be not sounded together 
with the 13th (Chap. III. sect. 15) :— 



rmrtt 



31. If the chord resolve upon a supertonic discord, the 13th must rise a chromatic 
semitone to the 5th of the next chord : — 



U ii"l''I.U ^ Jl^=ff 



m 



^ 



m 



^ 



The Tonic Major 13th. 

82. A chord of the major 13th on the key-note may be taken, without preparation, m 
the major key only. 

33. This chord consists of the chord of the minor or major 9th on the same note 
(Chap. XI. sects. 51 and 57), with the addition of the major 13th. 

34. The 13th may resolve on the 5th or on the 7th, according to the same rules as the 
dominant 13th (CJhap. XTTT. sect 18). 

35. The chord of the major 13th on the key-note is J J. J 
resolved upon a dominant discord; when the 13th may j? i p ^ tC ' I I TF ' 
fall a 2iid, to the root of the next chord :— * j^ J. I J. J I J II 
or it may £a11 a chromatic semitone to the minor 9th of the next chord : 



^^ 



or it may remain to be the major 
9tb of the next chord : — 

♦ Appendix N, 



rt^ 
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CHAPTER XIV. 

CHORUS OP THE AUGMENTED SIXTH. 

1. A Chobd of the augmented 6tli may be taken without preparation, on the minor 6th 
of the key. 

2, This chord consists of the minor 9th 
of the dominant with the major 3rd and tho 
7th of the supertonic, — ^to which either th^ 
root or the minor 9th of this latter chromatic 
chord may be added : — 



i 



p 



44T^|-lidU 



m 



? 



^^ 



tto I ^ f9^ 



T 

3. This chord is resolved upon the common chord of the dominant or its first inversion ; 
or on the common chord of the key-note or one of its inversions ; or on an inversion of the 
dominant minor 9th ; or upon a supertonic discord. The first two of these resolutions are 
those most frequently employed : — 




\ \ d d \ 'J0 



M 



22 = 13: 



=g= 



■G € 






frJ rJ 



"p [l tp" I p == "^ I r Ij-^ 



■^^ 



221 






f^ II i i I 'J ^ 'J H t' ) I f, i~JT£J-iFhFrii^iP . 



, ^);f F l|f 1 ^ f l^>P | f r i p II ,. i 1 1 ,. I " )Vi^ 




4. The two notes which form the interval of the augmented 6th, must never proceed in 
wmilar motion with each other. With this restriction all the notes* of this compound ctiosii 

I 



Digitized by 



Google 



58 



CHORDS OF THE AUGMENTED SIXTH. 



Chap, XIV, 



proceed according to the rules for the treatment of the two chords, the notes of which are here 
combined (Chap. XI. sects. 12 to 28, and 38 to 43). Thus the lower note of the augmented Cth 
(the dominant minor 9th) may fall a 2nd to the root or the 5th of a chord ; or may remain 
as a 9th, when the notes peculiar to the supertonic are resolved ; or may rise a chromatic 
semitone to the 5th of the supertonic : — 



^ i t^~^ II rfJ < d I I i^^ 



ft- "f '~^f^ II "f f^ I I 'f r II V' ^ 



the upper note of the augmented 6th (the major 3rd of the supertonic) may rise a 2nd to 
the root or the 5th of a chord, or may fall a chromatic semitone to the 7th in the chord of 
the dominant 9th; or may remain as a 3rd when the note peculiar to the dominant is 
resolved : — 



i 



s^s 



^ 



1 J II .-J u^ 



I^J J^j VF=f 



3i: 



m 



^ 



M 



^^ 



r^ — „ t)g' 



the 3rd to the bass (the supertonic 7th) may 
fall a 2nd to the 3rd of the domintmt; and, if 
doubled, may also rise a 2nd: — 



<^-f^— ^ll=F 



W 



W 



^ k 



ni 



^i 



or may remain to be the root of the chord of the key-note ; and if doubled may also rise a 
3rd or a 5th : — 



j-r^v II f-^^^ 



m. 



— fi-^ 



* 




ni 



the 4th to the bass (the supertonic) may remain, or may*rise a 2nd or a 4th :-* 



t { X II r 



f 



Z2I 



r nir rii 



s 



Mz 



I 



^ 






^ 



^ 



the 5ih to the bass (the supertonic minor 9th) may remain^ or may rise a chromatic semi- 
tone, or (provided it proceed not in 5ths with the bass) may fSedl a 2nd * • 
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7SZ 



m 



^f'l V^f-i 



^ 



-1^- 



Iv^ ^ 



ni 



sai 



^ 



1^ 



B 



5. The two notes which form the augmented 6th are most rarely inverted as a duni- 
ni^ed 3rd. The other notes of the chord may be placed in any position, and thus the 
chord may have two inversions, the last 
of which varies according to whether the 
root or the minor 9ih of the supertonic 
be employed :— 



L f^j I ,H I i:j n ^^ 



1 



^ 



^- 1 ^> II ^ 



6. A chord of the augmented 6th may also be, but is much more rarely, taken without 
preparation on the minor 2nd of the key, with the restriction that^ in the minor key, it may 
not be resolved on the common chord of the key-note. 

7. This chord consists of the minor 9th of the tonic, with the 3rd and 7th of the domi- 
nant, — to which either the root or the minor 9th of this latter chord may be added. The 
progression of all these notes is similar to that of the corresponding notes in the chord of 
the augmented 6th on the minor 6th of the key : — 



.MlJi rr i i I I 1 1 1 N I II l l UH l l ll 



w 



Ff l F ff-f l f ff p i f f fflf ^' \ ^ Pf J l ''-' l 



>1 i >) J ^ \ \ y\ J Jii..l,^.hl h ,,-'i i 



^w} 'f i y r r f If j J J If f f J I '' 



f!.| , ' J>J l >.^ ^^j l i y; i jl>.^ .^ 1 :1 j j l V li - 



ra ^^ f i i >p p I ^, f M p f I F f M '' " 
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CHAPTER XV. 

MODULATION. 

1. In the diatonic style, Modulation is effected by any chord containing a note foreign 
to the key that is to be quitted. It is desirable that the chord which changes the key 
should be either one with its root in the bass, or a first inversion on the 2nd of the new key 
(Chap. IV. sect 17). This passage — 



i 



^ 



\\\U\ jji j j ^ 



w 



=23 



^ 



^ 



g i<ia F^ 



i 



:?2= 



Z2I 



s 



i 



:?2= 



3za: 



ZCtL 



=t 



is therefore preferable to this one : — 



m 



j I s I j \HU\ 



lES 



331 



:«= 



•g- ' fc^ 



^ .iM jif ^H"i!]: ^iiff M 



::?2= 



i 



3a: 



2. Great care should be taken in compositions in a minor key, not to confound this with 
the relative major by the employment of chords peculiar to the latter without completely 
confirming the modulation. Such conAision of keys occurs in these passages : — 



i4,.j d I J J j ^ 



'j I vl l P f 



^-^ 



f.f f \]\i\ JjJ I ^ II j »j-Uj^ f^l^l l 



but is avoided in these : — 



M. '^ 1 ^^ H i ijJ'j i ^i i r f i fffi 




\\ \ \\ f [ i ';>>^j a 



3. In the free or chromatic style, it has been shown that certain chromatic chords may 
be employed, which, if they proceed to chords characteristic of the original key, induce no 
modulation ; on the other hand, change of key may be effected by any concord or discord 
eontaining notes foreign to the key that is to be quitted, either in the original position oir in 
any available inversion. 
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4. Any of tlie cliromatic concords of the minor or major key, approached as such, may 
be regarded as characteristic chords of a new key, and quitted accordingly. 




r ' l hi ||'iM i| h 'i i|j i Jij j j i j^ J^ i J,j ;j ^ 



isso 



g a g? 



k' i ,J I r r l r n ii' i n J Ir r r rlrr JJ | f^ 



izr 




i=jt 



i\}M^iii \ ^-#f^m 



^ 



■ p 



m 



^ 



g fi 



r 'Tiif "T t j iE 



I 1 1 



5. Any major common chord may be regarded as the chromatic co'ioord on the minor 
2nd, or as that on the minor 6th of the key, and quitted accordingly. 



I fJ-Jii i J j^^"^ f 1 ^ J i'l^ i J i 



rn i J i J 'i^iriH I IJiji IJiL'i i J p i 




6. In modulating to the minor key of the 2nd of the original key, it is desirable (except 
the tonic of the first key rise a chromatic semitone to the leading-note of the second key) 
to have a chord containing the minor 6th of the key that is approached, before introducing 
the common chord of the dominant : — 



i^'Niiif'i"i " ifiiif t ir'if D if nf ip " 
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tff ^i[f ffiViifiif l. iiii |. i ifgift;.yf^ 



£D_jijJ J r j i . ^^# 



# P- 



^m 



m 



muK 



7. The several chromatic harmonies of the supertonic and the tonic having the same intervals 
as the harmonies of the dominant, any of these chords may be approached as belonging to 
either one of the three roots, and quitted as belonging to either of the other two ; thus the 
dominant of one key may be regarded as the supertonic or the tonic of another key, — ^the 
supertonic of one key may be regarded as the dominant or the tonic of another, &c. 



^jijf fpir: ii ^'iJ<HV i j*Jii>j^>^iJ;,^ pi 

h^^\il;X\fLii Jr f i r Tf riJ^JMA 







8. The resolutions that have been described of the fundamental discords, prove them 
all to be available in any one key ; such resolutions, as regards the chords to which these dis- 
cords proceed in the same key, are to be considered the natural resolutions. If^ however, the 
several notes make their proper progression, each of the fundamental discords may proceed 
to some chord out of the key, and so be resolved in a different key from that in which it is 
approached. The proper progressions of the notes of the fundamental discords are as follows : — 
The 3rd must rise a 2nd, or remain, or fall a chromatic semitone : — 



tfJiiJj i iiUJii'^Uiii i iiiiij'i i riij i 



I 



w r J ir-r 



r^-mri i 



f ■ ■ 



i 
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(}U| l j.|M^iL^ 



m 



h- ^HMt 



The minor 9th must fall a 2nd, or remain, or rise a chromatic semitone : — 



^'"j"i"nii"J. -l-"-H^«H^ 



m 



I ! 



M M 



The major 9th must fall a 2nd, or remain, or fall a chromatic semitone : — 



n i U^iii-'i i i j^H '^'Ji J 




The 11th must remain : — 



Tho minor 13th must fall a 2nd, or remain, or rise a chromatic semitone : — 



n : '^ B-f— J II r ^rr r r ii 



The major 13th must fall a 
2nd, or remain, or fall a 
chromatic semitone: — * 



]Sf0^^'^ II ^ ^i 



N J r II J f f I I J r r I I 



9. Modulation may be made from a key with flats to a key with sharps, or the reverse, 
by the enharmonic change of notation. 

10. The inversions of the chord of the minor 9th (in which the root must be omitted), 
may, according to the notation, belong to either of four roots : — 




* Appendix M. 
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Each of these four roots may be a dominant, a supertonic, or a tonic, and may so belong to 
either of three major or minor keys. This one combination may thus by enharmonic change 
of notation induce a modulation to any of the twelve major or twelve minor keys : — 



,.|!^i^Jk'HiJJ l ^'; ^^ ^j l "lHH^l' ^ 



^m 



"TTZ 



fUii'Mirtrhi^i^ 



ig: 



22= 




^ iij i i- i HJJ»jj ..i i]J|J'[u . ii l J |] J^i^ 



HH^H^|^fW-Hl^^ 



^y 





11. Any note of a fundamental discord may remain to be any other note of any other 
fundamental discord ; that is, the root of an unprepared chord of the 7th may remain, to bo 
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the 3rd, or the 5ih, or the 7th, or the minor 9th, or the major 9th, or the llth^ m th€ mluo 
13th, or the major 13th of another chord : — 



^ UJU t i iM 'l CT r i ilJlliJlii i ^i 



i& 



S 



^^^g¥ 



s 



^J J I J I J II J J &^ 



i 



i^^^^^^^^^i 



t^JJUJj 



f rhJ M^ J i iifTrU 1 



x=x 



tli > l iiJ. J rU ' - I "i JN j.,ii JIJ II 



mr^ 



g 



i 



J UJ J J liJ;^ 



and the same is the case with the 8rd| the Sth^ the 7th, &g. 



CONCLUSION. 

The student is recommended habitually to analyse music by the rules given throughoui 
this book, which is designed to be a guide in the best field of study, — the music of the 
greatest composers. 

The subject of this book is more fully discussed in the Author's ''8u Lectures on 
Harmony." — Longman & Cc^ 
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PROGRESSIVE EXERCISES, 

DESIGNED AS MODELS, ACCORDING TO WHICH THE STUDENT SHOULD 
CONSTBUCT OTHEES OF HIS OWN. 



Chaptbb L to Seotion 15. 

The student should construct Beveial tables of intervals, reckoning the intervals froM 
oiher notes, as, in the table given in this chapter, they are reckoned from C. 

Exercise on Intebtals. — The student should mark over each mterval its name and 
quality (as major 2nd, perfect 5th, &c.) and the number of semitones it contains. 



§\ jij bJ i j |j i j u\\ ^Jiflf^rnr nt nt n^ n 



^^ 



M 



f ^ H^ "Tl^ 



^ 



Ohafteb n. TO Sbction 13. 

The student should construct scales in several major keys, marking no signature, but 
placing the sharps or flats before the proper notes, so as to induce the correct arrangement 
of the notes mth reference to the key-note, and the consequently correct position of tbl 
semitones and tones ; thus — 



^ 



? 



-nr-n 



Chapter IV. to Section 9. 

ExEBOiSES to be written in four parts and in score. (Definitions^ sect 4). 

Explanation. — ^Each bass note is the root of a common chord. 

n. 



^ 



It 



\f rw '^\f m 



w^ 



|gg 



zsH 



Txr 



i: 



m. 



^^ 



f^ Jir \' ^ 



izr 



vsirr^ 



=^2:: 



-^- 



E^ 



c^V-r r i 'J g 



I J Jl J C M J g^^ 



TT" 
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Chapter II. to Section 19. 

The student should write scales in several minor keys, marking the signature of the 
relative major key, and placing the accidental sharp or natural before the leading-note 
where it occurs ; thus — 

m 



w 



i I r y M 



Chapter IV. to Section 13. 

Exercises to be written in four parts and in score. 

Explanation. — ^A natural^ sharp, or flat over or under a bass-note signifies that the 
3rd of such note is to be natural, sharp, or flat, and to be so marked in the part where 
it occurs. 



(^«^||^^^ r i r -i | r r\" \ ^ r |i" 'iK r 



321 



XfT 4^ 4f 

Cl'b'T. {' f \ l' J | r (M- 1 ^ 



^ 



1 



:^a= 



=?=: 



lEt 



vn. 



^^ 



^ 



^m 



m 



^ 



I5Z 



--^ 



Chapter IV. to Section 20. 

Exercises to be written in four parts. 

Explanation. — ^When the figure 6 is marked over or under a bass-note, it signifies tnat 
such note bears a 1st inversion. 




IX. 



m 



?z: 



c fJ 



^ 



zai 



izst 



,g) rJ 



nC.r r l l' I' l r h^ir rlJ MJ 'I II 



Chapter IV. to Section 25. 

Explanation. — A sharp, flat> or natural, before any figure, signifies that the note repre- 
sented by such figure is to be sharp, flat, or natural ; thus, OG over D signifies that B natural 
is to be written as the 6th of D. Some put a line through, instead of a J before a figure &. 
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xm. 



Be 



^Kr r \ r rif- r i ^-i>J ^ i ^ ^ i ^ ^ 



-e?" 



Chapter IV. to Section 31. 

Explanation. — The figures I over or under a bass-note, signify that such note bears a 
2nd inversion. The figures g are employed to contradict any previous figuring on the same 
note. Two sets of figures over one bass-note, signify that the time of the upper parts is to 



be divided between the two chords indicated by such figures. 

Xr7. 6 6^06466 
4 6 4 ^ . ^^ .^ (^' ^ * 



^^ 



:?=a= 



icz: 



^ 



6 6 



^ 



=^ 



ZZ2I 



XV. J6 

m J J J 



e 6 
4 8 e 



4 



n 



=pz: 



^ 



T=^ 



23 



XVL 



m^^ 



6 6 

4 B 



6 6 
4 8 



:^?2^ 



=?2= 



6 ft 
4 8 



6 6 
4 8 



6 6 
4 8 • 



6 6 
4 8 



i 



=?2I 



-P— P- 



ZEil 



zrz 



XVIL 



^^^^^^ 



t • 



^=^ 



4 



Z2I 



^^ 



8 8 



:& 



i^ 



^ 



^ 



4 



^ 



6 

4 6 



s 



1 



-^ 



-?=Z- 



3:i: 



d rJ 



zc^ 



Chapter V. to Section 5. 

The student should write exercises of his own on common chords anu 1st and 2nd inver- 
sions, introducing examples of dominant and tonic pedals ; and in exercises on subjects 
subsequently explained, it will be desirable also occasionally to exemplify the employment 
of pedals. 

Chapter VI. to Section 5. 

The student should write exercises on ascending and on descending sequences ; at first 
making the original progression consist of two chords ; afterwards making the original pro- 
li^ession consist of three or more chords 
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Chapter VIL to Section 3 

ExEBOiSEB ou passing-DoteSy some of which are in the bass, and others should be intio- 
dticed in the upper parts when they can be properly approached and quitted. 

Explanation. — A line over or under several notes, signifies that the chord belcmging to 
the first of such notes is to be retained or repeated so long as the line continues. A line 
drawn from any figure signifies that the chord or the note in a chord, indicated by such 
figure, is to be retained so long as the line continues. 

Tvm.-— -^^ 6 — — . _e_ 8 



nhH^ If r ■■ I ( 



^^^ 



¥^ f^ F 



I' rr i ^r 



i=J 



(!^> ' ^ r r r 



8 6 
4 8 



i 



^ 



• f 



TCJX 



m^^t^ 



qi=s: 



p::^: j ..^. 



J ^1* ' 



:*=± 



2=t 



&$ 



i ^\n rij jjiJ^ 



• F 



^ 



Chapter II. Sections 20 to 23. 
The student should write the arbitrary minor scale in several minor keys, marking the 
signature of the relative major key, placing the accidental sharps or naturals before the 
6th and 7th in ascending, and contradicting these in descending ; thus : — 



k 



i 



4 ; J J .iihi^-^^ 



^ 



Chapter VII. to Section 5. 



f r i firf'rrK r ^ 



6 »- 



^ 



^ 



zc± 



i-±: 




XXI. 



Chapter VII. Section 6. 

6- 



m 



?'ic,frrf .TTJuprrr^fr i J^J^ 



^ 



-^«— ¥ 



zz: 



g^P p | f ^frj rrr r['f r r r ^^ 
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Chapter VIIL Section 6. 

Explanation. — The figures 9 8 signify the suspension of the 9th and its resolution ; 
the part that contains which must have two notes equivalent in time to the longer notes 
of the three other parts. 



ygTT, 



^^ 



9 8 



42-^ 



6 6 8 



?2I 



6 9 8 9 8 9 8 6 



9 8 



-^ 



-Tzr 



^ 



=pa: 



I 



^ 



znzi 



Chapter VIII. Section 7. 

Explanation. — The figures 7 6 signify the first inversion of the suspended 9th and 
its resolution. 

XXm.^^ 7 6 7 b 7 e 6 7 6 7 6 7 6 \ 9 8 



^ 



m 



^a 



IZ2I 



"Tsn 



-fi^ 



znn 



ICZI 



"77- 



ffi 



9 8 7 6 7 6 7 6 7 6 



321 



9 8 



ICZI 



^^ 



^ 



-€»- 



Chapter VIII. Section 8. 

ExPiiANATiON. — ^The figures J~ signify the second inversion of a suspendcid 9th and 
its resolution, the line from the 6 denoting that the note indicated by this figure is to be 
retained while the 5th proceeds to the 4th. 



XXIV. 



^ 



6 4 



6 

8 6 



6 4 



»6- 
6 4 



2=«^ 



r? ^sX/f^ 



s 



X 



-^ 



^^ 



-jdz. 



^ 



izai 



s 



^^m 



«6 

6 4 



^ 



6 

6 4 



^^i 



3a: 



-^ 



:?=:: 



zoo 



Chapter Vm. Sbotion 9. 
Explanation. — ^The figures \ — signify the last inversion of a suspended iHn; and the 
lines drawn from these denote that the chord is to be retained until the resolution of the bass on 
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the next note* The figures 4 — ngnify that the root of the chord is to be indnded in the 
upper parts. 

XXV. e A 7 6 8 6 « a 7608 676»t 



m^! I '+f r ^m 



r l f f n 



4: 



3i: 



=F 



» • e • • • 9 8 e^s- 



(TiyT . f J i ^ 



— 66 



6 • a- 



^ 



^^ 



<U d 



9 8 6 6 

98 7. 6 08 76 08 f6 ® ^ -^ •^- -•- -> ^ « 



8 7 .6 



g? P^ 



f rrif rr 



531 



m 



EE 



Chapter VIII. Section 10. 

Explanation. — ^The figures * «, or 4~1, signify the suspension of the 4th and its 
resolution. 



XXVI. 



-"^^r 648 6 .48 76 OS 4 8 . ^ — 4 8 4 8 1^6 4 g 6 6 6 ^ 



Chapteb Vin. Section 11. 

Explanation.— The figures ;_! signify the first inversion of the suspended 4th and its 
resolution. 



, 8 8 9 8 
XXVn. )\9 6 6 ^ 7 

a L -I I ^ ■ 23 1 0- 



mx^ J r f^ "^ 



1. • • 

He He— 7 6 9 

^^ ' • . 



» J J I M ^:^ 




Chapteb YIIL Section 12. 

Explanation.— The figures l_l signify the second inversion of the suspended 4th and 
its resolution. 



6 6 4 8 
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rROQRESSIVE EXERCISES. 
Chapter VIII. Section 13. 



Explanation.— The figures |zi signify the last inversion of the snspended 4th ; and 
the lines drawn from these denote that the chord is to be retained until the resolution of 
the bass on the next note. 



^ 



4- 



6- 

6^— ^a- 



8 -.^Jl 



p I Pi 



"P — • 



i: 



^ 



I I 



:x±L 



^ 



7 6 



6 7 6 



6 
4 8 



^^ 



:?3: 



ict 



g> • 



Chapter VIII. Section 14. 

Explanation. — ^The figures 5 6 signify the suspension of the dissonant 5th and its 
resolution. 

j|6. j^S 6 6 6 6 9 8 % gS 8 9 8 4 ff 



I 



^ 



s 



123 



XXZI. 



6 6 9 8 4 8 




Chapter VIII. Section 16. 

Explanation. — ^The figures J— signify the inversion of J with the 4th in the bass. 
'Ihe figures \~l signify the inversion of \ with the 9th in the bass. 



i^ 



xi: 



8 as 

« t 4 8 



t 



-^ 



9 8 6 
4 8 



m 



B 



)B 6 6 6 4 6 6 

9 SB a- 



iS 



*"^^^« »6 »6 6 98C698 



Chapter Vm. Section 17. 

6 



W(^, J .1 



zrsz 



±iM: 



t^ »— 



7 6 
1(6 



9 8 
4» 



gg H' 
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Chapter VTCL Section 18. 

BxFLAKATiON. — ^Lines drawn from one note, or from the figuring of one note, to u second 
note, signify the suspension of the chord belonging to the first note, over the second ; the 
figures that follow such lines, signify the resolution of the chord. 



xxzy. 



IZ2I 



m 



evr f p 



m 



321 



zn: 



r J I ^ 



^m 



:?z: 



^ 



K h J -i 



6 6 6- 



^ 



?a: 



iP=P= 



"g7- 



IZZ 



XZXVI. 



6 8- 

8 4 i\- 



6 b6 



ss 



II- rr i - T 



m 



S2 



m^^ 



a H 



^ .1 1 ^ J l 



6 



^ 



221 



321 



Chapter IX. to Section 4. 

Explanation. — ^The figure 5 with a } or t| before it» and no figure after it on the same 
note, signifies the essential discord of the augmented 5th. 



xzJLvn. 



«6 



Si 



^m 



i 



«6 



»6 



^ 



? 



321 



«5 



« • 



ig- 



izz: 



E 



DSC 



Chapter IX. Section 5. 

Explanation — ^The figures ^ or ^ oyer the dominant, signify the first inversion of the 
augmented 5th. 



XXXViU. ^ 



g^ 



1 



6 8 
8 4 « 



P 



i 



32 



m 



^^ 



* .8 4 » 



»g 



^^ 



zrt: 
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Chafteb E^ Sbotiok 6. 



Explanation. — ^The figure 5 on the third degree of the major key, denotes the neoenty 
to prepare and resolve the dissonant 5th. 

^^^TX . 6 16 1 8 6 e 6 



fc^'a I r r I r J -I I J r I J . ^ 



^^ 



fn . 1 ■ I J 



7_,e 6 6 6 



i 



6 6 6 



• I F 



zniz 



m 



6 6 6 



^ 



6 6 



^^ 



4 .8 



Chapter X. to Section 3. 

Explanation.— The figure 7, with no figure after it on the same bass-note, signifies 
that the bass is the root of a chord of the 7th. 

XL. 7 7 V V 



(rU^. J J I f^ 



Z2ZZZ 



m 



4 8 



::pz: 



^ 



^^ 



izai 



32= 



XhL 



^IJ r i r f 



^Bl 



iS (^ 



=pa= 



:?= 



rrr' 



^ W 



Chapter X. to Section 5. 

Explanation. — ^The figures I signify that the bass bears the first inversion of a chord of 
the 7th. 



yi.n. 



6 
6 6 



^ 



6 6 



11 I 



i 



6 6 



6 6 



^ 



r I r J J I r ' II 



m 



=E±: 



TT.nr. 



6 H 6 t| 



tie 6 



^S 



6 4 Q 



P=Qx: 



^ 



^=y= 



6 t|6 4 8 



8 6 4 .!j 



^^^m 



^hJi^L-I-^4:^ ^ 



=1=1IF 



Digitized by 



Google 



PEOQEESSIVB EXERCISES. 



W 



Chaftbb X« Seotion 6. 

£xPLAKATiON. — ^The %ai68 f or 4 signify that the bass-note bears the third inveisioii 
of a chord of the 7th. 



XLIT. 



m 



6 2 6 8 



■J P 



4 

9 6 



6 8 



j i r ^ ^1 



^ 



m 



4 

2 8 



^ 



4 
4 



8 6 
4 .8 



1 •'• I -ill 



XLV. 



S 6 



J J | r -^ ■ J 



4 « S5 8 



S 



( ^1, "j ..g^ 



8 8 6 »- 



6 2 8 



^-M-f^^ 



:?= 



Chapter X. Section 7. 




Chapter X. Section 8. 




Chapter X. Section 9. 




y 4 .» 6 



y >8 6 



9 6- 



p^ ) ^j-i-o- J I I J I rn 



8 

6 4 



ftr-il- 
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PROGRESSIVE EXERCISES. 
Chaptbb X, Section 10. 

4 
8 4 8 6 S 6 




Chapte« X. Section 11. 



?T^ f r I r f I '' ^^ 



^ 



m 



^^ 



frr-^ 



1 



E 



The student should write a series of short exercises of his own, exemplifying the chords 
of the 7th and their inversions on every note of the key ; each exercise to begin with the 
chord of the key-note, introduce the discord to be exemplified, and end with a full close 
(Definitions, Section 20). To ensure the completeness of this series, it is desirable that the 
first exercise should exemplify the chord of the 7th on the key-note ; the second exercise^ 
the first inversion of this chord ; the third exercise, the last inversion ; these should be 
followed by examples of the 7th on the second of the key, the third of the key, &c, through- 
out the scale ; and where a chord of the 7th cannot be used in its original form, its available 
inversions only should be exemplified. The following are models for such series of exercises 
in the major and the minor key. 



7th on thb Kxt-kots. 

1. 7. 



m^} rirl f 



Z3Z 



^ ,J J 



^3= 



m 



-rr 



r-i F 



S 



:L 



^^ 



m 



4 ? 



-^^ 



ZZ3Z 



i 



7th on thb Sufbbtonic. 



^^ 



^^ 



-f2- 



3Z 



HZL 



ZOlL 



7tb on thb Mediant. 
1. 



^ 



^^ 



^m 



lEi: 



IZ2I 



22t 



I^ 



izii: 



gf-j ^\,=,,=^ ^^ 



^^ 



^ 



1 



:?a= 



■nziz 



izr 
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7tm with Dibsovant 5th ok the Mkihakt, 

1. . 1 



e^ rJ f=- I f"^ ^ 



Ty 



7th on the SUBDOMINAlirr. 

1- . 6 o e 



1 m 



rat 



::;pc 



7th on the Dominant. 



^ 



:?=2z 



^ 



m. 



ici: 



zest 



izt 



321 



3. 



m ^r] rir g 



zz: 



TTT 



iTfL ON THE SuBMEDIANT. 
1-6 7 



^^ 



t=T 



i=^ 



m 



i 



C:i^=<l?J j l rJ rJ 



^ 



• « 



^^ 



r^ I r-^ 



2 6 



r.^ r^ 



q^ 



iza: 



122= 



7th on THE Leadino-kotb. 

4 



S 



-(^—rr 



a 8 



•7th on the Sufbbtonio. 






g^^ t^to^-^ 



F=i=F? 



4 l» 



-«*■ 



i 



2- 



£S^-^ 



3. 



::?z: 



^^ 



3i: 



2^ 



3±=zi= 



IZ2I 



7th witjh Dissonant 5th on the Supertonio. 
1. .6.6. J L 



^ 



^ 



4=t: 



7th on the Mediant. 

1. .67 



rJ rJ 



iza: 



i ^^ 



T=^ 



-?a: 



n 



7th with Dissonant 5th on the Mediant. 
1- . he h6 _ « H 



mf..i ^i( 



t]6 S 



i 



^ 



3^ 



32: 



:±: 



3. 



^ 



6 t|6 



4 

a 



7th on the Subdominant, 
1- 



z±: 



rir ^■'iN 



32: 



i ( f ftjpN 



1— a * 1"! *' 



rJ C'l 



:t=t^ 



7th on THB DOMINABT. 



fe^^^H^^ 



2. 



n \&x J 



^ 



4 t) 



32C 



3Z 



i 



=?= 



t: 



DSt 



e 



iri: 



t|4- 



W\JT1 



^=^ 



a i \ .^. 



7th OS THE SUBUBDIANT. 
1. = •'- 



T7~ 



£ 



I ^ 



E& 



^^ 



7 H 

72: 



zz: 



1 



2 ^ 



I S 6 t|- 



r^ [ rj "^ 



^^ 



* Appendix O. 
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Chapter X, to Section 20. 

Explanation. — ^The figures ^ t)r 4, signify that the bass bears the second inyersion of a 
chord of the 7th. 



__ e 6 — e 4 

UI. 7 -^ e — 744866 68 




liin. 



lie 

4 

8 6 



k — 6 8 



6 l]4 7 6 6 7 

6 S 6 t| 4 6 4 I 



"ViV I rif ' irl ff Ji j. i ^u^i^ 



Chapter U. Sections 24 to 27. 

The student should write chromatic scales in several minor keys, marking the signature, 
and placing the accidentals before the notes that require them ; thus : — 




Chapter IY. Sections 32, 33. 



^▼' <f— e 6 . 



s 



• 7 

6 b6 4 « 



^ 



g I ^^ 



-^>- 






his w '^ • 



^ 



f^ — 



4 I), b e J 



ill' ^ I tJ Jl^ a 



MJ' I J 



1)8 • S 

6 « 4 I 



^^ 



6 7 

4 ft 



I2ZZ 



i 



32= 



lei: 
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The student should write chromatic scales in seyeral major keys, marking the signatnreb 
aiid placing the accidentals before the notes that require them ; thus : — 



§f\ J ij nJ J |j J iiJ f t 'y 'T *r r r ^ r T : ^ '^ ^ ^J ^ '^^ ^ 



Chapter IV. Sections 34, 35. 



L7X. 



4 

8 e 



6 6 — 
4 8— 



^-c J J Jir »" 1^^ "t i f- ^ 



4 
8 8 



4 8 



6 



ICZ 



DSt 






l|8 6 
4 8 



«J8 t 



8 

Ii5 b 



^ 



^^ 



8 

6 

8 8 8 



hf 6 



^^ 



i 



P 



^^rrxn^ 



T7" 



£L*if^ 



H8 



US 4 

q -8 8 



« M 



ft ijr 



s 



^^ 



i ' l |e> 



3i: 



TJ- 



^^ 



he tie 8 4 be e 
etift42et| 4 7 



^W- 



TT" 



r - ^ r^ 



fi'^ ff 



f? i rf '• 



izai 



Lvn. 



^ 



'I 



8 8 
4 8 



4 
9 



8 6 
4 8 



be 
e b 6 



e 

4 



4 
2 



?2= 



fet^ 



^ 



er^-^ 



be 
b 



^^ 



b6 



b6 



4 
8 



^ 



ic£ 



=K. — HZ. : 



^m 



:t=P 



be . e 

b tie ^ 



e 6 

4 8 



b6 



s 



i 



^^ 



8 

4 T- 



^ 



i&- 



l?rJ B^ 



Chapter XI. to Section 10. 
Explanation. — ^The figures $, or 7 when the 5th is a discord, denote that the bass in 

6 

the root of a chord of the 9th. The first inversion of a chord of the 9th is figured like the 
original position of a chord of the 7th ; the second and third inversions of a chord of the 9th 
are figured like the first and second inyeTsioQS of a chord of the 7th; the chord whi^^ 
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follows shows whether the chord is to be regarded as an inverted chord of the Qth, or as a 
chord of the 7th. 



Lvm. 



SI 



g r^ p 



3 



••_A. 



^ 



=P2= 



^ 



IC^ 



^ 



£: 



6 7 4 8 



4 4 4 as 

8 e 8 686 748 



^^ 



i 



w 



-t9- 



^ rJ rJ 



IZ2I 



"CT 



The student should write a series of short exercises of his own, exemplifying the chordu 
of the 9th and their inversions on every note of the key, upon the same plan as thosfa 
exemplifying Chapter X. to Section 11. The following will serve as models. 



9th and 7th oh thb Kbt-note, 

1. ; 



IP2: 



4 8 



ipc 



1^ 



=?2= 



^ 



^ 



=& 



=t=t: 



2=!: 



rdz 



^ 



zn2L 



S 



(J F 



r Tr i iifci-<t 



^ 



4 

A. 



4 8 



32= 



i 



P 



9th ahd 7th on the Sxtpebtonic. 
1. • 



(fi-<r- -J 



4 8 



321 



^^ 



=?=2= 



^ 



-irzr 



3. 



^ 



6 
6 



6 



4. 



q=2= 



^m 



4 

8 6 



4 8 



I I 



22r 



9th and 7th on thb Mediant. 

9 



1. 



S ^^ 



•• L 



4 8 



32= 



S 



^ 



5=t= 



"gy 



gl ^■' 



a^^ 



^ 



4 

8 6. 



4 

9. 6 



^ 



d rJ 



rpz 



3^ 



zi=ci 



3a: 



=Z2= 



9th and 7th on the Subdominant. 
1. 



4=t 



7 6 



\m ^^ 



4 

8 6 



4 8 



1 



:?== 



=P2= 



rJ rJ 



^ 



r I N J I '^ 



=22= 



9th and 7th on the Doionant. 

1. • 






i r jImIu'n^ ri r IJ >i 



4 8 



=22= 



-^h- 
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9th and 7th on thv Submbdunt. 

1. 



m.l' ^\.\ J 



i ifrHi" r \ .] i 



zee 



"77" 



3, 



^ 



6 e 8 8 



4 
8 



7 6 
6 



9 8 e 6—^ 4 8 



lrrf l "lM| 



m^ r i p 



zzc 



i^ 



r-^ir.^ g> 



3sz: 



zz 



32= 



9th and 7th on THB LsADINChNOn* 



m: 



6 

^2. 



6 



4 



52= 



s 



-JOT. 



*9tb, 7th, and Dibsonaht 6th on thb Sufbbtonio. 

.. 1 J _2- ^iA 



nif.<rJ^J | J JM rh. IK'iV!;<r^ 



TX \T 



f 4 H 



ic»- 



331 



3, 



^A ri '^UrJ r)\^J j| .. 1 



9th, 7th, and Dissonant Sth on thb Mbdlant. 
^' H l|6 _ g H 



mAr} J\i 






Qi r.^ 



4 4 

6 !ie. 8. 8 8 e I ^1 W 



3f ^ 8 6. 6. \ 4^ . 6 !|8. 8. 8. 8. 8 . 7. H 



9th and 7th dN the Dominant. 

1. 



OffiTJ jl,i J^ l r rhjny.l fM J l 'r'PlJl 



•1 

3. 



^ 



l|8 8 

8. 5. 8 g t| 



nii.(hi Mr I' l ^ n ^ n 



2±=3:± 



g 



=22= 



Chapter XI, Section 11. 



ZJX. 



mar r 



4 
8 



J- If r fir rS 



8 8 8 



9 

7 

8 8 



^fU J Jir -^ 



^ 



^ 



• Appendix P. 
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12. 



m lu f 



9 — g— 



He 

4 
6 _l_ 



M 

4 
8 



» 



j l J l |J i |7T^M f i r f 



a 



7g4H .lie^lg ^ e q 

ti^'i. . 1 1 J I J fir f i r r 



¥^ 



Chaptbb X, Sections 21 to 27. 



t.lT, 



7 
lift \\7 



7 

bft 

ft 



2 «= 



P 



r r f I M f i M [ f . i r f ^ 



^^ 



6 »4 



«6 

4 
8 8 



8 7 
4 » 



Hi T T r l r f tJ f"i|i I II j 






6 4 ^8— 
8 8 Ijg.— 



r < ^ y I 



1^ 



8 i H 



8 



ft4 

9 



8 8 



5 • I 



IJ IJ J'J IJ 



^> r f > I f 1 



-^ 



in^ 




^ 



8 4 8 6 



8 hft 



8 6 ft4 ^8 

4 8 a tig 



ft 4^7 



8 Hft. 4 8 9 tjBi » 4 H7 

f J JfJ f Jlr flJ ^ J i r .IIP- II 



Chapter X. Sections 28 to 34. 



liZm. 



fttt 



mh^ 



e 6 

6 4 » 






7 



r rJJ. M 



i 



7 7- 

ft ft' 



^^E 



E 



^ ■ »! * " • ' ^ ' 



4 
8 



^ 



ft4 

9 



t8 

4 
8 



8 
6 
ft 



i^.if'j. i j J'l ^ 



«e 

6 4 
4 8 



7 
ft 



m 



m 



:^^± 



x± 



m 



S4 

a 



Se 

4 6 8 

8 4 » 



^ 



ft4 

2 



£ 



it 

2 



6 

t|5 



8 7 
4 ft 



^m 
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XJLiy. 



IZ 8 



^nji,^ r p J J I J ^ 



e 6 

4 8 



7 

q7 # 



4 8 •'^ 



•»4 



S 6 ilG- 



J ji " \rniii \ ^mf 



-JOT 



^ 



^s s 



»6 
4 4 6 4. 

lA 8 4 fl "" 



46 666 6*^4 67 

, S .6 7 Il6 6 4 «6 t;6 8 ^ ^ 



tt 



P=^ 



P 



• F 



^ 



p P F 



^ 



LXV. 



Chafteb XL Sbotioks 16 to 21. 



^ ^ 



9 8 
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Chaptee XI. Sections 22 to 24. 



Explanation. — ^When the figures are not ranged, as is usual, with the higher numbers 
aboye the lower, but haye occasionally a lower number aboye a higher (as s aboye 7), these 
figures signify the notes to which those notes should proceed, that are indicated by the 
figures ranging with them on the same or the preyious bass note ; thus in the first bar 
of the next exercise, the 9th of F proceeds to the 3rd, and the 7th remains. 
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Chapteb XL Section 25. 
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Chapteb XL Sbctioks 26 to 28. 




CuAPTEB XL Sectiohs 29 TO 34. 
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Chapteb XI. Section 35. 
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Chafteb XL Seotions 86, 37. 



• 9 



LXXV. * 7 7 5 4 4 7 

H g 8 , _.^ 5 , ^ ^ 8 6 8 a — 6 8 6 6 



ti j r r f l 



6 4 6 

6 6 4 8 6 6 



6 8 6 1^6 



^64 6 6 

g 4 8 6 6 4 7 



fe 



r:; i; I ' "^^ I ^^ 



Ghapteb XL Sections 38 to 43. 
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Chaptee XL Sections 44 to 49. 
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Chaptee XI. Sections 50 to 55. 
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Chaptee XL Sbotionb 56 to 60. 
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Chapteb Xn. TO Section 10. ♦ 
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Chapteb XII. Sections 11 to 15. 

JV.A— It is desirable, when the 11th has been resolved on the 5th of the same root, 
that the melody, at the next change of hannony, return not to the note which was the 
11th, and which, as the discord, was so prominent that its repetition in the melody of the 
same part would induce an effect of monotony. 
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• See Explanation, page 83. 
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Chapter XIIL to Section 6, 
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Ohaptee Xni. Sections 9 to 11, 




Explanation. — ^The 13th, when resolved on the major 3rd of another root, is here 

written as an augmented 5th to the root ; the roles against false relation, however (Chapter 

in. Sections 20 to 24), and every other law for its treatment, refer to the note by its real 

name, and not by the name nnder which, in deference to freqnent practice, it is here 

written. 
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Chafteb XUL Section 12. 
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Chapter XIIL Section 13. 

Explanation. — ^Whatever figures are employed to indicate the 13th and the 7th in the 
mversions of this chord, and however these figures are ranged, care must be taken to place 
the 13th above the 7th in the distribution of the parts ; thus in the second bar of the next 
exercise the b 4th (| 3rd) of B should be placed higher in the harmony than the 5th of B. 
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Chapter XTTT. Section 14. 
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Chapter XIIL Section 15. 
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Chatteb Xni. Sections 16 to 1& 
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Chapter Xin. Sections 20 to 25. 
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Chapter XIIL Sections 26 to 28. 
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Chapter XIIL Sections 29 to 31. 
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Chapter XTTT. Sections 32 to 3i 
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Chapteb XTTT. Section 35. 
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Chapteb XIV. to Section 5. 
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Explanation. — ^VThatever figures are employed to indicate the two notes which form 
the interval of the augmented 6th in the inversions of the chords and however these figures 
are ranged, care must be taken, in the distribution of the parts, that the notes stand at the 
interval of an augmented 6th from each other, not at that of a diminished 3rd ; thus, the 
{ 4ih of C should be placed higher in the harmony than the b 6th of C. 
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Chapter XrV. Section 6. 




Chapter XV. 

The Student should write Exercises on Modulation of his own, illustrating the seyeral 
rules in this chapter. As the object of such exercises is to practise the art of passing from 
one key to another, there can be no further model given for them than the examples in this 
chapter, which would leave any discretion to the fancy and invention of the writer. The 
end of study is not to fill up the chords upon a given bass, but to invent harmonic pro- 
gressions ; and enough has been already shown to enable the student thus to prove his 
talent. 
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APPENDIX. 



A. — ^Definitions, Seot. 20. — It is necessary in a fall close that the dominant harmonyi 
which precedes the final chord, haye the root (Def. sect. 7) in the bass : — 



$ 



rjsj. 



-mr 



or 



:S= 



not 



P 



■^^ 



IZ2Z 



The sole exception from this is when the penultimate chord consists of the suDertonio, with 
its 8rd and 6th (Chap. X. sect. 19) ; 
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a form of cadence much employed by early writers, but less used now. The dose proceeding 
from a dominant harmony is distinguished by the term Authentic, from that proceeding from 
the subdominant which is called Plagal. 

B. — Chap. m. Sect. 9.— It is also good, in approaching a second inversion of a chord, 
for the extreme parts to proceed downwards in similar motion to an 8th, either by step of 
a 2nd, or by leap : — 
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C. — Chap. HI. Sect. 13. — Another exception from the necessary rising of the leading- 
note in a change of harmony, is when this note is comprised in the second chord, but appears 
in a different part from that to which it is assigned in the first chord : — 



iiJUj i i ii iiJ i J 



D. — Chap. HI. Sect. 17. — ^Neither may any part proceed by similar motion to the 8th 
or unison of the note that resolyes a discord, even though coining from any other interyal 
than the 2nd or 7th : — 
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E. — Chap. m. Sect. 22. — ^When the chromatic chord of the minor 2nd of the key 
(Chap. lY. sect. 88), and the chord of the dominant are either of them the first, and the 
other the third chord in a progression, there is no false relation between the 5th of the one 
and the root of the other : — 



^tt^^^ 



When the first chord is the dominant of a minor key, and the third chord has its root a minor 
8rd above it, being either the dominant of the minor 8rd above the original key-note, or being 
the supertonlc of the minor 6th of the original key-note, there also is no false relation : — 




F. — Chap. IV. Sect. 82. — The chromatic common chord of the supertonic, or its 
inversion, may likewise be followed by a chromatic discord of the key-note without 
disturbir ;,' the tonality : — 

■ ■ ' ' fe 



H^N^ 



Change of key is not necessarily involved in the progression of this chord, or of any of the 
chromatic discords springing from the same root, to a common chord of the dominant, 
provided the chords immediately following such progression be characteristic of the primary 
key ; but then, the whole phrase mast be regarded, rather than the two chords, as main- 
taining the original tonality. Notable instances of this progression from supertonic to 
dominant, distinguished from the relationship of dominant and tonic, are when a half 
close is employed preparatory to the introduction of a new phrase, probably in a different 
key from that which has previously prevailed. 

G. — Chap. IV. Sect. 88. — This chromatic common chord on the minor 2nd of the key 
is also, though very rarely, taken with good effect in the second inversion : — 
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H. — Chap. Vn. Sbots. 4 and 5. — ^When the leading-note is a harmony-notei the major 
6th is used as a passing-note from or to it : — 
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\Yhen the sabmediaat is a harmony-note, the minor 7th is a passing-note firom or to it : — 
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L — Chap. YII. Sbot. 12. — If two parts proceed together in passing-notes, when one steps 
a semitone that belongs to the diatonic scale of the key, the other may step either a semitone 
or a tone : — 
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When one steps a semitone that is induced by chromatic alteration, the other must step a 
semitone also : — 



Bad. 




When two parts proceed in 8rds or 6ths, both having passing-notes, the need does not hold 
for the note below a root or 6th or 7th to be at the interval of a semitone : — 



tr -js^ • ^p — • ^^ ^F 



J. — Chap. YIII. Sbot. 1. — The sole exception frimi this rale is, that the suspended 9th 
in one chord may be resolved on the 8rd of another chord whose root is at the interval of a 
Srd below the root of the suspended 9th ; 

J. 
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but the use of this exception, in exercises at least, may well be deferred till mastery has 
been gained of the ordinary treatment of suspensions. 

K. — Chap. X. Sect. 11. — The 7th on the leading-note may likewise be taken in its first 
inversion, firstly, if resolved on the last inversion of the mediant 7th ; 
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and secondly, if reBohed on the mediant triad with its 6th duly prepared and resolved : — 



rt^iw^ 



L. — Thb Dominant 7th, p. 37. — In this and every unprepared discord of which the 
dominant, snpertonic, or the tonic is the root, the discordant notes may be transferred 
from one part to any other, and must be resolved in that part in which they last appear 
(Chap. VIIL sect. 16) :— 



P^p^^^^^S 



This is a signal distinction from all prepared discords, which can have no preparation bat in 
the part wherein they are first presented, and which must invariably be resolved in that one 
same part. 

M. — Chap. X. Sect. 12. — There are exceptions from the diatonic rule in the treatment 
of the chord of the dominant 7th, as regards the chord to which it proceeds, and as regards 
also the notes on which its discordant intervals are resolved. It may be resolved on an 
inversion of the chord of the snbdominant — 



i^ H-^^'M i 



S$ 



23=: 



-■&- 



or apon a chromatic sapertonic discord- 
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or upon a chromatic tonic discord — 
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Similar exceptional resolutions are made of the chords of the dominant minor 9th (Chap. XL 
sect. 26), the dominant major 9th (Chap. XI. sect. 86), the dominant minor 18th (Chap. 
Xin* sect. 9), and the dominant major 18th (Chap. XTTT. sect. 19), provided, in all cases, 
the rules for the progression of the imperfect intervals be fulfilled (Chap. XY. sect. 8). 

N. — Chap. X. Sect. 80. — This chord may be resolved upon the chord of the 8ubdominan\ 
without necessitating modulation, provided the chords immediately following such resolution 
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be characteristio of the primary key ; bQt then the whole phrase most be regarded, rattier 
than the two chords, as maintaining the original tonality : — 
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A proof that the key is not disestablished by this resolution, is, its satisfactoiy effect when 
oooorring upon a dominant pedal :-^ 
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Similar resolution is made, with like integrity to the key, of the chords of the tonic minor 9th 
(Chap. XI. sect. 64), the tonic major 9th (Chap. XI. sect. 69), the tonic minor 18th (Chap. 
XTTT. sect. 29), and the tonic major 18th (Chap. XTTT. sect. 86). 

0. — ^Pbogbbssiyb Exbboises, p. 77, precede all other examples of chords of the 7th in 
the minor key by an example of the 7th on the key-note, which, like that on the sub- 
dominant, can only be used in the last inversion : — 
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P. — ^PBOGEESsrvB ExEBOiSES, p. 81, precede all other examples of chords of the 9th in 
the minor key by an example of the 9th and 7th on the key-note, which can only be used 
in the third inversion : — 
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Insert also an example of the 9th and 7th on the subdominant, which, likewise, is only 
available in the third inversion : — 
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